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ABSTRACT

This thesis is a report on a study in viewing which details the construction of a grounded
theory about ‘a pedagogy for critical viewing’. For this to happen a framework of visual
language was developed for critical viewing and was provided to the participating teachers
and students in the study. The visual framework was then applied to classes selected from
the middle years of schooling. This involved an investigation into the implementation of
the framework of visual language for the purposes of critical viewing. This then provided
the data for constructing ‘a pedagogy for critical viewing’ that has been grounded in the
viewing practices of Year 5-8 classrooms. The grounded theory focused on the conditions
necessary for critical viewing to take place. These were the knowledges and experiences in
critical viewing the students needed to have in order to view visual texts analytically and
critically.
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CHAPTER 1

INTRODUCTION

The Purpose and Aims of the Study
The purpose of this study is to develop a grounded theory of a pedagogy for the critical
viewing of texts. To fulfil this purpose the study aims to:
•

Develop a framework of visual language for critical viewing;

•

Investigate the implementation of the framework of visual language for critical
viewing in three Year 5-8 classrooms; and

•

Construct from this investigation ‘a pedagogy for critical viewing’ that has been
grounded in the viewing practices of Year 5-8 classrooms.

In order to accomplish these aims and fulfil the purpose of the study, the following
questions are used to provide direction to the study.

Research Questions
The following questions provide direction for this investigation:
1. What kind of framework of visual language will serve as a starting point for
teachers and students as they view texts containing visual images?
2. How might the teachers be introduced to the language of the framework?
3. What will happen when the teachers and students analyse visual texts using the
language of the framework?
a. What language for viewing will be used during teacher-student
interactions?
1

b. How will the use of the framework language affect the students’ written
responses to texts containing visuals?
c. What teaching-learning strategies will the teachers use?
d. What factors will contribute to the critical viewing of texts containing
visuals?
e. What will the teachers and students say about using the language of the
framework?
f. What inhibitors will there be to guiding the students towards critical
viewing?
4. Hence, what pedagogy for the teaching of critical viewing will emerge from the
students and teachers’ practices in viewing?

The Significance of the Study
The significance of this study lies partly in the teaching and learning of literacy in that it
shifts the focus from meaning in written texts to meaning in visual texts. This shift in
focus is concurrent with the literature where there has been a major shift from one form
of literacy to multiple forms of literacy including visual literacy (Kress, 1997;
Lankshear, Snyder & Green, 2000; Luke, 2000; and Rakes, 1999).
This study recognises that students in the school system experience visual forms of
media that continually bombard them with information, that shape their lives on a daily
basis (Frei, 1999; Vandergrift, Platzner, Hannigan & Dresang, 2000). For example
media, television and information technology now place a major emphasis on visual
forms of meaning in contrast to what was traditionally given to the written word
(Callow, 1999; Quin, McMahon & Quin, 1996; Rakes, 1999). Meaning-making from
visual forms such as these is what Kress and van Leeuwen (1996) refer to as the ‘new
literacy’ (1996, p. 33). It is this ‘new literacy’ that needs addressing in schools. As
literacy theorists and writers such as Barrell (1999), Quin et. al. (1996), Rakes (1999),
Kress (2003) and Vandergrift et al. (2000) argue, visual literacy skills need to be taught
in our curriculum so that teachers are better able to support their students in coping with
the changing nature of language and literacy. This study responds to this appeal in that
2

it investigates the implementation of critical viewing in classrooms where the need for
the teaching of viewing was recognised.
This study is further significant in that it answers the need for a metalanguage for
talking about visual texts. It has been argued that teachers and students need to develop
and use a metalanguage that will help them to describe the different meaning-making
processes and analyse and respond to visual texts (Callow 1998 & 1999; Kress, 1997;
Kress & van Leeuwen 1996 & 1997; Luke, 2000; and Unsworth 1998 & 2001). Because
visual texts are socially and culturally constructed within ideological contexts, students
need to develop their own expertise in how to critically view and analyse them rather
than be manipulated and coerced into accepting points of view against their will. This
study is significant in that it aims to document the development and implementation of a
framework of visual language for teachers and students to trial as a metalanguage for
critically analysing visual texts and responding to them.
The theoretical significance of this study for the teaching of literacy is in the
development of a pedagogy for the teaching of critical viewing. Such a pedagogy needs
to address certain needs in the area of viewing as identified by researchers such as
Astorga (1999), Christie (1992) and Unsworth (2001). The researchers argue that there
needs to be further exploration and understanding of the visual patterns in the process of
viewing, that students need an understanding of the multi-modal nature of texts, and that
they need to be taught how to view texts more critically. Unsworth (2001, p. 263) and
researchers of the New London Group (2000, cited in Unsworth, 2001, pp. 18 & 262)
point out the importance of the development of a pedagogy for multiliteracies.
As well as developing a pedagogy for viewing, this study is methodologically
significant as it provides a research model that has the potential to support teachers in
their implementation of viewing according to the syllabus where there has been a
substantial lack of support and guidance. National and state syllabus and support
documents in Australia such as, Commonwealth National Literacy and Numeracy Plan
and Literacy Benchmarks [Online] (2002), Department of Education Queensland (1994)
English Syllabus, English – a curriculum profile for Australian Schools (Curriculum
Corporation, 1994), the NSW Department of Education and Training’s English K-6
syllabus (1998e) and the VCE English and the Victorian Curriculum and Standards
3

Framework (2000) refer to the changing nature of literacy and require the teaching of
viewing, but with little provision of a metalanguage for the critical analysis
of visual images (Unsworth, 2001). However teachers and students were required to
teach and learn about viewing using critical literacy approaches and a language for
viewing. The students on the other hand, were and still are required to make use of their
knowledge in critical viewing in yearly state assessment tests such as the New South
Wales Basic Skills Test for Years 3 and 5, the English Language and Literacy Test in
Years 7 and 8, the Writing Assessment Program in Years 3 and 5 and the Year 12
Higher School Certificate Examination. These examinations all use visual images and
expect the students to analyse and respond to these in order to answer set questions.
Resource books have also appeared that make references to the multimodal nature of
texts with ideas for analysing pictures especially in picture books (see Callow, 1990;
Unsworth, 2001; Swaney, 1999). However there seems to be little or no research into
how teachers actually teach critical viewing. In particular there is a need to identify a
metalanguage and a pedagogy that teachers find useful for the teaching of viewing.

Using Picture Books for Critical Viewing
Picture books were chosen as the visual texts to be studied in this research project
because of their accessibility to teachers and students and because of their level of
complexity and sophistication. The author, illustrator and publisher of a picture book
bring their own beliefs, presuppositions and values to the construction of the text. The
meanings, messages and values they wish to uphold or construct are partly their own
choice. The other stakeholders in the construction of meaning are the readers/viewers
(Anstey & Bull, 2000). This is because the audience comes to the text with their own
cultural background, literary histories, beliefs, attitudes and values. It is this realisation
that helps students begin to appreciate when and where they may be positioned,
excluded or marginalised from the messages constructed from the text.
Picture books may be complex texts for students to read and view. They range from
those with simple meanings and messages to those that foreground quite abstract
meanings and complex themes which demand a sophisticated and skilled approach to
reading and viewing. From a cursory glance many picture books appear simple in
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content, but their subject matter may be suitable for older secondary students or even
adults (Anstey & Bull, 1996 & 2000; Stephens, 1992; Fox, 1999 and Unsworth, 2002).
Therefore students of different age groups can come to know and think about the
meanings and messages in picture books through an analytical appreciation of the
different layers of meaning in the text. To do this teachers and students need to have a
systematic language for analysing and talking about visual texts.

The Background to the Study
1. A Journey into Visual Literacy
The early experiences of the researcher with visual literacy revealed the need for a
metalanguage for the critical viewing of visual texts. Working with the visual images in
picture books such as The Deliverance of the Dancing Bears by Elizabeth Stanley
(1995), Let the Celebrations Begin by Margaret Wild and Julie Vivas (1991) and Rebel
by Allan Baillie (1994) showed the necessity for a language in order to explicate visual
meanings. Written texts in picture books could be analysed with students using
functional grammar but there was a need for a language that operated as a grammar for
the visual. The earlier work of Kress and van Leeuwen (1990) helped but after coming
to grips with the linguistic nature of their terminology, it soon became apparent that
their visual metalanguage heavily favoured a linguistic approach when other schools of
thought also had a theory of visual language to contribute. Therefore other visual
language resources from different disciplines were reviewed over a period of time and a
visual language was extrapolated. The language choices from these sources of visual
language were selected on the basis of, ‘Did the language help unpack the visual
images?’. If the language was seen to be useful for teachers and students to critically
analyse visual images it was included. As the visual language was selected it formed the
basis of the ‘framework of visual language’ used in this study. The framework is
essentially a systematized inventory of visual grammatical terms to use when viewing
and analysing a text containing a visual image.
The framework of visual language was not meant to be an end in itself. It was designed
to be functional and assist the viewer to analyse and explicate the meanings, messages,
5

and values constructed by the image and to respond to these. As the framework was
nearing completion it was shared with and commented upon by colleagues, academics
and teachers at courses and language conferences. After twelve revisions, the
framework was ready to be trialled by teachers in the classroom. It was anticipated that
in using the framework viewers could develop for themselves a visual metalanguage for
describing how ideas and messages are constructed visually. The framework of visual
language then was a starting point for the teachers and students and, in a sense, for this
research.
There were four sources of visual language used for the framework. The contribution of
each of these sources of visual information is briefly described as follows. These areas
of visual language are examined in greater detail in the Literature Review, Chapter 2.

2. Four Theoretical Sources of Metalanguage for the Framework of
Visual Language
The four sources of visual language used in the construction of the framework of visual
language were functional linguistics, visual arts, semiotics and perception. Kress and
van Leeuwen’s (1996) framework of visual language is well known and visual
resources from their framework were chosen. Their language had been adapted from the
area of linguistics and because it was so abstract it needed to be simplified to make it
more accessible for teachers and students. For instance ‘narrative processes’ were seen
as ‘action verbs’ and ‘vectors’, while ‘classificational processes’ were seen as ‘relating
verbs’ in visual texts. Because the terminology of Kress and van Leeuwen (1996) was
largely linguistically based, language was also taken from the other specified areas.
As viewing visual images has to do with visual ‘meaning-making’, the whole act of
viewing is semiotically based. Semiotics has to do with the meaning-making potential
of signs around us and how these signs construct meaning. Different signs construct
meanings according to the social and cultural contexts surrounding them (Halliday,
1978). The field of semiotics provides different kinds of signs such as ‘icon’, ‘symbol’
and ‘meronym’ that operate within a functional view of language (Barthes, 1977;
Cobley and Jansz, 1997; Fiske, 1991; Jakobson, 1978; Sebeok, 1994; Jakobson, 1970,
cited in Sebeok, 1994, p. 20; Threadgold, 1986; Thwaites, Davis and Mules, 1994).
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However semiotic theorists did not explore in detail the interpersonal and textual
aspects of meaning as articulated by Halliday (1994) and Kress and van Leeuwen
(1996). These other sources of visual language made the framework more complete.
Further explorations into the disciplines of Visual Arts and Psychology revealed that
languages for analysing visual images were regarded as definitive with little reference
to other disciplines. Colleagues in Visual Arts suggested certain references to do with
visual language, and the framework used in the Visual Arts syllabus. The theory of art
appreciation revealed that Visual Arts theorists are concerned with critical viewing,
through the transference of knowledge about Visual Arts from one context to another,
and that they have a metalanguage for discussing how artworks are constructed (Frei,
1999; Goodman, 1996, p. 69; Koroscik, 1996). For example O’Toole (1994) uses
grammatical structures such as ‘central theme’, ‘balance’, ‘harmony’ and ‘repetition’. A
number of his terms were used as well as those from other visual arts theorists.
The language of Visual Arts is related in many ways to the field of perception which
helps viewers understand how they come to perceive what they see when they critically
analyse visual images. For instance, perspective can construct how the viewer relates to
the meaning and message of an image.
The four sources of visual grammar as outlined above informed the selection of visual
language for the framework and became the basis for a metalanguage for critical
viewing. This framework was not a list of unrelated visual terms. Rather it was
structured in such a way that enables the visual language to be understood in terms of
how it functions.

3. The Structure and Organization of the Framework of Visual
Language
As the visual language choices for the framework were being investigated, certain ways
of designing its structure were being considered. The framework of visual language may
be seen in Table 1 (pp. 10 – 12). The four structures used in the framework are outlined
as follows.
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Firstly, the framework was structured as a tripartite metafunctional system. That is,
three functions were used to provide structure and purpose to the visual language used.
Kress and van Leeuwen (1996), O’Toole (1994) and Thwaites et al. (1994) had
successfully utilised the Hallidayan (1994, 1986, 1985 & 1978) language system as a
way of organising their visual and verbal terminology. The way in which they organised
their language helped confirm the choice of a metafunctional system for organising the
visual language terms chosen for this study. The visual language terms were therefore
chosen on the basis that they facilitated the analysis of visual images in terms of:
•

how they helped the viewer identify the ideas presented;

•

how they helped the viewer construct the interpersonal relations; and

•

how they helped the viewer identify how the texts were constructed.

Secondly, the framework was organised into levels of specificity so that meanings could
be related from one level of text to another. O’Toole (1994) adopted Halliday’s (1978)
hierarchical language structure from the whole text through to the word group level and
down to the word level. He applied this to visual texts beginning at the whole picture
level and ending at the member level. This helps viewers organise their visual meanings
and make links between the visual and verbal.
Thirdly, because written texts interact closely with visual texts, the grammar of written
texts was also included in the framework. However, this was not a major emphasis of
the study as the collaborative interests and decision-making processes of the participants
and the researcher focused the research on visual language.
Finally, because the semiotics of visual images broadly relates all sources of meaningmaking in viewing, the framework of visual language developed for this study has been
underpinned by a semiotic view of language which draws on systemic linguistics, visual
arts, semiotics and visual perception.

8

4. Pedagogical Issues
The third aim of this study is to construct ‘a pedagogy for critical viewing’ that is
grounded in the viewing practices of Year 5-8 classrooms. As this study is about a
pedagogy that is a construct of the implementation of a framework for visual language,
there were certain pedagogical issues that needed to be addressed by the teachers and
the researcher as the framework of visual language was being implemented.
Therefore some basic pedagogical assumptions underpin the study. These include:
•

The teachers needed to be aware of the teaching concepts in the Curriculum
Cycle (Hammond 2001 & Hart & Rothery 1994) where teachers and students
find value in modelled, guided and independent practice.

•

Texts needed to be deconstructed for and with the students in order to support
and guide their visual learning.

•

Luke and Freebody’s (1999) four roles/practices of the reader also applied to
viewing activities as students participated with each other and the illustrator in
the construction of meaning (text participant role) or the students critiqued and
scrutinised the meanings taken for granted in visual texts (text analyst role)
allowing them to consider alternative positions.

•

As with any learning program, the teaching of critical viewing had to be explicit
and systematic (Department of Education and Training 1998a).

•

Critical viewing responses needed to be jointly constructed systematically. This
provided guidance and support for students as they strove towards independent
viewing.
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Table 1: A Framework of Visual Language

Ideational: language for constructing ideas
Level
Visual texts

Written texts

Whole picture
Whole text

central theme
What is the theme?

review paragraph
topic sentence

Episode
Clause complex

Verbs:
action verbs
vectors
saying verbs
sensing verbs
relating verbs
(classification, symbolic, analytical)

Verbs:
action verbs
vectors
saying verbs
sensing verbs
relating verbs
verb group

Adverbials:
where, how, when, who/what with?

Adverbials:
where, how, when, who/what
with? adverbial group
Adjectivals:
adjectives
( pointing, possessive,
numbering, comparing,
describing, classifying, modal)
adjectival phrases and clauses

Adjectivals:
adjectives
( pointing, possessive, numbering,
comparing, describing, classifying,
modal)
adjectival phrases and clauses
Evidence of what time, place,
manner, reason, condition and
description
Figure/object
Clause/group/phrase

Member
Word

Noun groups
Nouns
(characters, objects)
doer/done-to
sayer/what is said
subject/object
thinker/what is thought
person or thing/description
proper, common, singular, plural,
collective, terms of address, abstract,
technical
metaphor

Clause patterns:
independent and dependent
clauses (time, place, manner,
reason, condition etc. + desc’n)
Noun groups
Nouns
doer/done-to
sayer/what is said
subject/object
thinker/what is thought
person or thing/description
proper, common, singular, plural,
collective, terms of address,
abstract, technical
nominalisation
grammatical metaphor

Semiotics Signs: icon (resembles), index (connection), symbol, metaphor, meronym (part/whole)
connotation & denotation. Signifieds Culture (what they believe in and what they do) built up
through codes.
Social explanations developing and explaining a sense of reality (attitudes and values):
* produced by a social class usually the dominant class;
* events/institutions appear natural; e.g., masculinity, femininity, family, police, school, etc.
* dominant explanations/challenging explanations;
e.g., ethnicity, age, gender, physical attributes, social class, occupation, valued practices, etc.
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Interpersonal: language for constructing interpersonal relationships
Level
Visual texts
Written texts
Whole picture
Whole text

Proportion, scale

Structure of the clause:
statement, question, command
and exclamation

Coding orientation:
articulation of detail
articulation of background
colour saturation
colour hue
colour modulation
colour differentiation
depth of articulation
articulation of light and shade
articulation of tone

Modality:
* high, medium and low
* modal adjectives, adverbs and
verbs
Language of emotion, feeling,
judgement and appraisal
Metaphors - language of prestige and
of a privileged few

Episode
Clause complex

Modality:
natural code
technological code
abstract code
gaze

Adjectivals and noun groups
dependent clauses
Voice: personal and impersonal
questions/demands: for goods and
services or information
or statements using relating verbs

social distance
Figure/object
Clause/group/phrase

attitudinal horizontal angle

Clause structure:
statement, question, command
and exclamation

attitudinal vertical angle
body language
Theme/subject/topic sentences
volume
centrality
Member
Word

paths
perspective

Semiotics: Presentational codes: bodily contact, closeness, angle to others, appearance, body
language, eye contact.
Specialized codes: (high brow) psychological difference between participant and viewer. Technical
language marginalizes others.
The club code: redundancy makes entry difficult; e.g., language of discos
Popularized code: deals with society at large - uses everybody’s language
• the preferred reading;
• the negotiated reading; and
• the oppositional reading.
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Textual: language for constructing texts
Level
Visual texts
Whole picture
Whole text

Episode
Clause complex

Figure/object
Clause/group/phrase

Member
Word

Given/New ideal/real
centre margin
relative position
combination
foreground/background
cropping
Visual arts techniques:
line, shape, tone, size, texture,
direction, colour, shadings, patterns,
cross hatching, illusion of surface,
light/dark, cool/warm.
How paint applied: dry brush,
stencilling, broad handling, etc.
Visual relationships: balance,
harmony, repetition, dominance,
emphasis, unity, contrast, variation,
and proportion.
Schools of art; e.g., surrealist
Type of art; e.g., expressive
Surfaces: paper, wood, cloth
Tools: brush, computer, crayon.
salience
centre of interest
framing/sub-framing
parallelism
alignment
rhythm
cohesion
horizontal arrangement
vertical arrangement
vectors
reading paths
thematic progression (OT 165)
marked Themes
exophoric viewers
Perceptual: shadow, contour, outline
interposition ‘T’ ‘X’
aerial perspective: particles +light
size according to horizon
perspective: polar, parallel, frontal,
foreshortening

Written texts
Theme/Rheme
Given/New
adverbials
purpose
text type
structure
audience

Theme/Rheme in various clauses
Given/New
cohesion: word chains, referring
words (e.g., pronouns), repetition
conjunctions
language organising in time,
sequence and place
sentence structure: dependent and
independent clauses
Adapted from the work of Kress &
van Leeuwen (1996), O’Toole
(1994), Halliday (1994), Sebeok
(1994), Thwaites, Davis & Mules
(1994), The Revised English K-6
Syllabus (1998), Fiske (1991),
Kennedy (1995) and Durie (1997).

Semiotics: paradigm(set of choices), syntagm (combination), connotation (a chain of concepts)
which come to mind according to one’s beliefs/values, and denotation (most stable of signs).
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An Overview of the Methods Used in the Study
The following table summarises the methods used in the research to achieve the stated
aims of the study (Table 2, p. 13). A more technical in-depth explanation of
methodology is covered in the Methodology Chapter 3.
Table 2: Methods Used to Achieve the Aims of the Research
Aims

Brief Overview of Method

To develop a framework of

Phase 1

visual language for critical

In response to the need for a visual metalanguage four sources of

viewing.

visual language were researched, visual language choices were
selected and a framework of visual language was designed within
a theoretical structure. The framework was refined through
numerous drafts.

To investigate the

Phase 2

implementation of the

Participating teachers were provided with two days of staff

framework of visual

development on how to teach viewing using the framework of

language for critical

visual language. A detailed booklet on visual language was used

viewing in three Year 5-8

in the process (Appendix H).

classrooms.

Teachers piloted the viewing framework with the support of the
researcher.
Data collection included teachers’ lessons recorded using video
and audio, field notes and teacher and student interviews.
Phase 3
Data processed and analysed for recurrent concepts
Concepts organised under categories to describe the ‘Practices of
Guided Viewing’ for each case study
Phase 4
Descriptive summary of the ‘Practices of Guided Viewing’ for the
three case studies.

To construct from this

Phase 5

investigation ‘a pedagogy

Data analysis revisited for a possible major concept to which all

for critical viewing’

other categories and concepts were interconnected.

grounded in the viewing

A pedagogy for Critical Viewing emerged that was grounded in

practices of Years 5-8

the data analysis of the three case studies.

13

The Context of the Study
Woodlands High School is a High School of the Performing Arts that caters for students
of a changing clientele. The fact that the students are performing arts students who
prepare presentations and performances suggests that the students would have a keen
sense of perceptual awareness and audience. Working with critical viewing seemed to
relate to what they were already doing. Anne, the teacher involved in the study was a
member of the English Department at the school. The enrolment of the school in 1998
was 810 students.
Glenville Public School is close to the university and offers international university
students a place where their children can receive a comprehensive education while in
Australia. The Principal is in a non-teaching position with an Executive Teacher as the
next executive position. Nina, the teacher involved in the research, is the Executive
Teacher. The school prides itself on its multicultural base. In 1998 the school had an
enrolment of 198, with a turnover of twenty three percent, due to the transient nature of
the children of parents who are enrolled at the university. The school’s ethos can be
described as one which is based upon community involvement and one which provides
a sound educational experience for the students in all key learning areas. This research
was seen to be closely applicable to the school’s curriculum and as relevant to the
school’s continuing emphasis on and support of Literacy. It was also seen as an
opportunity to trial new aspects in literacy development within the given class
structures.
Mt Kendall Public School has around 100 children in a middle-to-upper class
community who are actively involved in their students’ education and the school’s
activities. The Principal is in a non-teaching position with an Executive Teacher as the
next executive position. Winston, the teacher involved in the research, is the Executive
Teacher. The school has an ethos based in a community providing sound educational
experiences in all key Learning Areas. The Yr 5/6 class involved in the
research was one of four composite classes. This study helped to develop the school’s
curriculum in the area of Literacy.
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Staff Development – A Precursor to the Study
The teachers received two days of staff development with a consultant on how to use
the framework of visual language for viewing the visual images found in picture books
and newspapers. What the teachers took away from the staff development impacted
upon and influenced how they used the visual language and how they taught their
students critical viewing. An introductory activity involved teachers designing a picture
book and drafting the first two double spreads. This served to focus them on the kinds
of semiotic, linguistic and visual decisions authors/illustrators make when they write
and illustrate picture books. They discussed decisions they had made regarding the
book’s social and cultural purpose, audience, the context of the book, choices in
interpersonal relationships, ideas and understandings and how the text was constructed.
What emerged from the discussion was that they were struggling with the need for a
language to talk about the construction of their picture book. This provided an
awareness of the need for a visual metalanguage, therefore setting the stage for the
explanation of the framework of visual language and the purpose of the study.
The teachers were then introduced to the language of the framework with visuals and
picture books to illustrate the operation of the visual grammar. Through joint
deconstruction of the pictures, the teachers and the consultant shared ideas and
interpretations encouraging one another to express their responses. The teachers thought
that the language was rather technical and being aware of the need for a visual
metalanguage, they expressed their need for continued support in the classroom during
the implementation stage. This support was continuing and interactive involving
demonstrations, suggestions for teaching visual literacy, times for reflection and
planning, and so on.
As an activity that encouraged reflection, the teachers were also asked to brainstorm
what they thought visual literacy is. The group possessed knowledge about critical
literacy and the move towards visual meaning, and the visual and written connection.
They were adamant that students lacked a formalised language to talk about visual texts
and saw the need to view texts critically. This established credibility for the aims of the
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study. From the teachers’ reflective comments on the day’s training, they were
enthusiastic about the visual language for teaching viewing but wanted support for
teaching it in their classrooms.
Having experienced the collaborative deconstruction of images contained in picture
books during their staff development, the teachers argued that they could only
concentrate on the meaning of visual texts and that working on meanings of written
texts as well would be too difficult.

Overview of the Thesis
This chapter has presented the significance of this study for the teaching and learning of
viewing and has provided the background to the study. The framework of visual
language used in the study was briefly explained as well as the pedagogical issues
related to the teaching of viewing using the visual framework. The methods for
implementing the study were overviewed and the study was located in its educational
context. At the end of this chapter the technical language pertaining to the aims and
research questions of this thesis will be defined under the section headed ‘Definition of
Terms’.
Chapter Two explores the current literature in the field of visual and critical literacies
and helps to locate where this particular study fits. It uses certain viewpoints and issues
derived from the literature to answer particular questions that provide a context for the
study and what it aims to achieve. In so doing the review argues a case for developing
critical viewing in the middle years, through using critical literacy and a visual
metalanguage for the viewing of picture books. It recognizes the need for teachers and
viewers to possess knowledge about the visual metalanguage and experiential
knowledge about how to use it to view visual images critically. It shows the deficiencies
of other frameworks but examines their pedagogical implications, and provides the
theoretical underpinnings of the framework of visual language used in this study. It also
examines the staff development principles from the literature that could support teachers
in their quest for a pedagogy for critical viewing.
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Chapter Three discusses the research methodologies used in this study. It presents
qualitative research rather than quantitative research as being the appropriate paradigm
for the study. The chapter covers the different methods used in the study particularly
case studies, participant observation and grounded theory. The procedure of the study is
framed in five phases. These phases are organised within Strauss and Corbin’s
conditional matrix (1990) which is explained in detail in Figure 6 (p.109). The matrix
has various concentric levels of social and political contexts which impact upon the
study from the socio-cultural and political pressures down to what impacts upon the
teachers and students at the school and class levels. Within this conditional matrix
are the five phases of this study.
Phase One included the social and curriculum changes and the need for a metalanguage
for analysing visual texts. Phase Two involved staff development and the teachers
applying the framework of visual language for critical viewing with the researcher
acting as participant observer. Phase Three involved analysing each case study as the
‘Practices of Guided Viewing’ and Phase Four was the summary of the three case
studies. Phase Five entailed constructing a theoretical pedagogy for critical viewing that
was grounded in the data analysis. The rest of the chapter explains the embeddedness of
and interconnection between the data, data analysis and the coding methods as well as
how trustworthiness was maintained.
Following the outline of the methodologies of the study in Chapter Three, the next
chapter details what happened during the implementation phase of the study. Chapter
Four outlines the results of the data analysis and provides examples of the data analyses
from two of the three case studies. It covers the data analysis phases as described above,
from Phase One in which a need for the language of viewing was established and a
framework of visual language was designed, through to Phase Four ‘the practices of
guided viewing’, a descriptive summary of the three case studies.
Chapter Five reports on Phase Five of the study in which the grounded theory, ‘a
pedagogy for critical viewing’, was constructed. Suggestions are also made as to how
this theory may be put into action for future teaching in critical viewing.
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Definition of Terms
The following definitions will clarify the terminology and its use in this thesis:
Critical viewing. Critical viewing entails using a visual metalanguage and critical
literacy approaches to analyse and critique visual images for how meanings, messages,
opinions and ideologies are constructed.
Framework of visual language. This is a theoretically based structured overview of the
visual language used for critically viewing texts containing visual images.
Middle years. The middle years are generally known as the time period from Year 5 to
Year 9 (Stages 3 and 4) in the NSW Department of Education and Training Schools.
Metalanguage. A metalanguage is a shared common language for talking about
language. In the context of this study it is a shared language for talking about the
resources used in the meaning-making process in visual texts.
Pedagogy. The knowledge, function and practice of teaching.
Picture books. Picture books are texts containing pictures. They may have pictures only
or accompany a written text. The meanings and messages available to viewers are the
constructs of the socio-cultural contexts in which they have been produced.
Text. Originally meant as the wording of anything written or printed, this word has
taken a broader definition in recent times meaning any medium whereby meaning has
been created using language. In this study texts are the visual medium in which
meaning is constructed using a visual language. Such texts are referred to as visual
texts, visual images or simply as visuals depending on the context in which the word is
used. Writing will be referred to as written text. A text can only be meaningful when it
is understood in terms of what goes ‘with’ the text, the ‘con-text’. That is the whole
environment in which the text is constructed (Halliday, 1985).
Visual image. Visual images are pictures that may be found in books, newspapers,
magazines, advertisements, and the internet.
Visual language. Visual language is the grammatical system that viewers and imagemakers use in order to construct visual meaning. It may be used to critically analyse
how visual meanings are constructed.
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Visual literacy. Visual literacy is knowing how meaning is constructed in visual texts
and how they interact with the viewer. In the past those engaged in visual literacy have
employed critical literacy approaches to analyse how texts privilege certain viewpoints
and social groups.

Conclusion
This chapter has argued briefly why this study is needed and why it is significant to the
teaching and learning of viewing. Picture books are shown to be a useful and accessible
way of studying critical viewing. The chapter provides a sketch of the background to the
study describing the content and structure of the framework of visual language that can
be used in the classrooms. It introduces the pedagogical issues related to the teaching of
viewing and overviews the methods used in the implementation of and data analysis in
the study. The study is located in its educational context with a description of the
schools involved. The reader is also introduced to the kind of staff development that the
teachers received.
The following chapters report on how this study is implemented and describes the
research process and findings.
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CHAPTER 2

Literature Review – ‘a pedagogy for critical viewing’

Introduction
This review of the literature has been a search for what theorists and researchers have
written about specific areas related to viewing and what this meant for this study. The
review process helped to locate the study within the field of viewing and provide the
background knowledge and context for the implementation of the study.
Since this study aimed to develop a framework of visual language for critical viewing,
investigate the implementation of that framework of visual language for critical viewing
in three Year 5-8 classrooms and subsequently construct ‘a pedagogy for critical
viewing’, it was deemed necessary to identify certain questions that would guide the
review process. These questions were:
•

What guiding principles assist the development of critical viewing in the middle
years?

•

What changes have there been in the theorising of literacy?

•

How does critical literacy relate to the viewing of picture books?

•

What knowledge and skills do teachers and viewers need for critical viewing?

•

What other frameworks of visual language have pedagogical implications for
teaching critical viewing?

•

What are the theoretical underpinnings of the framework of visual language used
for critical viewing in this study?

•

What staff development for teachers could support the development of a
pedagogy for critical viewing?
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In answering these review questions seven major focus areas emerged. These focus
areas may be interconnected as shown in Figure 1 (p. 21). The construction of a
pedagogy for critical viewing is closely connected to each of the focus areas.

1. Changes in the
Theorising of
Literacy

6. Staff Development that
Supports the
Development of a
Pedagogy for Critical
Viewing

2. The Relationship of
Critical Literacy to the
Viewing of Picture
Books

Guiding Principles in
the Development of
Critical Viewing in
the Middle Years
(Supported By and Contingent Upon)

5. Towards a
Framework of
Language for Critical
Viewing: Theoretical
Underpinnings

3. The Knowledge and
Skills Teachers and
Viewers Need for
Critical Viewing

4. Existing Frameworks of
Visual Language and Their
Pedagogical Implications for
Teaching Critical Viewing

Figure 1: An Overview of the Literature Reviewed on Critical Viewing

The literature review proceeds according to the above focus areas. As this study centres
around students and their teachers from the middle years of schooling, the review of the
literature first explores guiding principles in the development of critical viewing in the
middle years.
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Guiding Principles in the Development of Critical Viewing in
the Middle Years
In the past ten years there has been a plethora of national and state projects, reports and
research in the area of middle years schooling. A careful analysis of this material
highlights certain principles that can be used to guide the teaching of literacy and
particularly visual literacy in Years 5-8. These guiding principles include:
•

Students should be given a curriculum that is challenging, integrated and
exploratory. Such a curriculum should have varied teaching and learning
approaches that show continuity from stage to stage (“The National Middle
Years Association”, cited in Low, 1998a, p. 13; Low, 1998b).

•

There needs to be a shared understanding and development of a common
language for talking about literacy and subject-specific literacies, which
provides students with terminology to speak and write with more authority and
understanding. This language helps the students develop their self identity and
acceptance among their social and academic peers (Deakin University, Faculty
of Education, 2000; Department of Education and Training, 1998a; Department
of Education and Training Teaching Literacy in Science, History, English,
Maths etc. in Year 7, 1998c; Hancock & Simpson, 1997b; Hardage, 1999).

•

The participants as well as the researcher need to exercise ownership of the
study (Deakin University, Faculty of Education, 2000). In this way teachers feel
empowered to make decisions about the experiences of their students and feel
responsible for their students’ performance (Department of Education and
Training, 2000a; Low, 1998a).

•

Planning for continuity in literacy development must be collaborative (“Deakin
University, Faculty of Education” 2000; Lounsbury 2000, cited in “Department
of Education and Training Victoria”. 2000, pp. 3 & 4;).

•

Opportunities in literacy for reflection and metacognition using a metalanguage
must be planned. This is necessary when learning literacies related to
information and communication technologies (Deakin University, Faculty of
Education 2000).
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•

Middle years students need to read and view texts critically as they make sense
of life’s issues. During the early adolescent years, students develop their adult
personalities, basic values and attitudes which shape their behaviour (Lounsbury
2000, cited in “Department of Education, Employment and Training Victoria.”
2000, p. 3). Texts have great influence in shaping these areas of their lives.
Students in the middle years therefore need to approach these texts critically as
they begin to sort out their basic values and attitudes about such things as
fairness, equity, racism and justice in their world and the social and emotional
issues related to their development; e.g., who they are, the future of the world
and racism. The kinds of texts the students study at school need to be real-life
texts that are relevant to them in these areas (Department of Education and
Training, 2000b; Haberman, 1997; Hardage, 1999; Linkages curriculum
guidelines, DET, 2000; Low, 1998a &1998b;).

•

Because early adolescent students are at a sensitive and vulnerable stage of their
lives, they learn best through a teacher or tutor with whom they have an
effective working relationship (Department of Education and Training Victoria,
Young Adolescents and the Middle Years Curriculum, 2000; Meiers et al., 2000;
Low, 1998a).

•

Student learning is best fostered through group work, collaborative learning and
critical approaches, so they learn to clarify understandings and communicate
their ideas with one another (Hancock & Simpson, 1997b). Similar
recommendations are made in NSW Department of Education and Training
documents and research papers (See Furniss and Green, 1991, cited in Cairney,
Buchanan, Sprouts and Lowe, 1998, p. 102; Low, 1998b; South Australian
Department of Education Collaborative Learning Project, Department of
Education and Training, 2001a).

•

Research in the future should recognise and use the diversity of students
everyday literacy practices in classroom literacy programs (Department of
Education and Training, 2000b; Hardage, 1998; Meiers et al., 2000). This is seen
in the ‘funds of knowledge’ provided by family and community members who
are the knowers and producers of that knowledge (Moll, Amanti, Neff &
Gonzalez, 1992, cited in Comber & Barnett, 2003, p. 8).

23

•

According to Teaching Literacy in Science, History, English, Maths etc. in Year
7 (Department of Education and Training, 1998c), and Continuity in Literacy
across the Transition (Department of Education and Training, 1998b), primary
learning experiences are integrated, where many KLAs may be taught with the
same content, but with different outcomes depending on the KLA. Therefore
viewing could be taught in English, HSIE and Science as well. This is done
using a wide range of skills in listening, speaking, reading, writing and viewing.
In secondary classes however, teachers prefer to maintain the integrity of their
subject areas and so visual literacy could be taught in one key learning area, and
in this study this was English.

The above guiding principles gleaned from the many reports and articles written about
middle schooling have implications not only for the teaching of literacy in general, but
specifically for what has been termed ‘critical viewing’. However there seems to be a
paucity of discussion and support that guides teachers in how they can teach critical
viewing.
The guiding principles of middle years literacy education described above, it can be
argued, support students in their development of critical viewing and their use of visual
language. Critical viewing could not occur, in any study however, unless some
fundamental changes to the notion of literacy occur. Researchers such as Anstey and
Bull (2000), Kress (1997) and Unsworth (2001) claim that these changes to the
theorising of literacy require classroom practitioners to critically think about and
evaluate written and visual texts.

1. Changes in the Theorising of Literacy
As literacy has been redefined in recent years, it has been expanded to include
conceptualisations concerning critical literacy. The changes associated with this
redefining involve a move towards:
•

Meaning being created through the collaboration of the reader and the author.
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•

Literacy changing to a socio-cultural view in which texts reflect the meanings,
values and ideologies of those in particular social and cultural contexts.

•

Texts impacting upon and changing social and cultural contexts.

•

Readers, viewers and writers being seen as the intersection of many social and
cultural identities. Their thinking does not reflect one set of values and
ideologies but a mixture as they move in and out of different social groups.

•

Multiple forms of literacy, not just written. Literacy now concerns interacting
with visual, spoken, dramatic, multimedia and other text forms.

•

Intertextual meanings where meanings are constructed from not one text but
others as well.

•

Literacy now being seen as a non-linear activity.

•

Government policy makers and syllabus designers realising the need for a more
flexible and expansive view of literacy.

•

Recognising the need for the knowledge of a metalanguage that acknowledges
the meaning making capacity of multimodal literacies.

In what follows, these points on the redefinition of literacy are expanded and related to
this study.
According to writers such as Anstey and Bull (2000), Freebody (2001), Kress (1997),
Luke (2000), Pitt (1995) and Unsworth (2001) there has been a shift in the
understanding of literacy, from where the reader/writer unlocks the meaning-making
code of the author as a psychological exercise, to where the reader and the writer create
meaning collaboratively using their own beliefs, world experiences and cultural
backgrounds. What is true for the reader and author, it is argued, also has implications
for how viewer’s and illustrators construct meaning. The cultural backgrounds and
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values of both the viewer and the illustrator play a role in the construction of visual
meaning. Furthermore, their cultural backgrounds and values that they bring to a visual
text in the construction of meaning are embedded in the ideologies and goals of
particular social groups. So while literacy was once seen as the psychological ability of
an individual in decoding language, it is now seen as a social practice that is closely
related to the socio-cultural interests of particular groups. It happens as individuals
practise reading, writing, viewing, and speaking which are associated with and
sympathetic to the interests of social groups (Anstey and Bull, 2000; Lankshear, 1998;
Luke, 2000a; Luke, Comber & O’Brien, 1996; McCallum, 1996). Therefore, as students
and teachers critically view picture books, they encounter interests of particular social
groups from both the author’s point of view and from their own experience. Students
and leaders need to use a visual language to help them explicate how the particular
meanings of the social groups are constructed.
Closely allied to the concept of literacy is the notion of text. Theorists such as Gee
(1990), Halliday and Hasan (1997), Hasan (1985), Kress (1997) and Luke, Comber
and O’Brien (1996), have for some time now adopted a broad definition of text, that
crosses the boundaries of cultural institutions. Accordingly texts are seen to take place
in a culture, and in a social context, and have moved towards the concept of texts
actually constructing and constituting those cultural and social contexts. Therefore texts
must be studied within their contexts. What ‘goes with the text’ (the con-text) entails
the ‘total environment in which the text unfolds’ (Halliday and Hasan, 1997), and may
be a construct of the text itself. This notion has powerful implications for viewing
because pictures and illustrations are texts that powerfully influence and construct
beliefs and values within the socio-cultural context.
As texts are seen to be connected with more than one socio-cultural context, theorists
see people and social groups as the intersection of numerous cultures, beliefs and
political influences. The texts they produce mirror those ‘poly-cultural societies’ and
help to reconstruct what identitifies their culture (Comber, 2001; Luke, Comber &
O’Brien, 1996 & 1994; Stewart-Dore, 1996). So texts that include visual images show
instances of beliefs and ways of living associated with more than one culture. Literacy
involves knowing how everyday textual practices such as picture books, as well as the
act of viewing them, reconstruct not one but numerous beliefs and ways of thinking.
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Literacy is a way of understanding how these varied beliefs and thought processes are
expressed within numerous social and cultural contexts.
While texts are laden with the beliefs and ideologies of poly-cultural societies, texts
have also been constructed in numerous forms. Theorists in language have noticed a
change in the focus from being on one form of literacy to being concerned with multiple
forms of literacy (multi-literacies) (e.g., Andrews, 1998; Kress, 1997; Kress, 2003;
Kress & van Leeuwen, 1996; Lemke, 1998a; Stewart-Dore, 1996; Unsworth, 2001;
Unsworth, 2002). Whereas texts once presupposed the written form, now they may
appear in any form of meaning-making and for this study, this includes photography,
pictures and visual images. Multimodal texts are often seen to be in operation
interactively with the reader or viewer working back and forth from print to pictures, or
even to sculpture, music and acting. The operations of multi-literacies are explained by
writers such as Drurie (1996), Emmitt & Pollock (1997, pp. 5&6), Hartman (2000, pp.
281-282), Koroscik (1996), Kress (1997, pp. 163), Rakes (1999), Stephens (1998, pp.
164-166), Whipple (1999, p. 146) and others.
Multimodal texts call for more than a mere linguistic analysis of written texts, because
readers/viewers are not only dealing with written texts (Hartman, 2000; Luke, 2000a;
Luke, 2000b; Smagorinsky, 2000; Stewart-Dore, 1996; Unsworth, 2001 & 2002). Hence
this study concerns developing a metalanguage for the meaning-making processes of
multimodal texts – specifically picture books.
There has also been a shift from the focus on just one text to the study of the intertextual
because no single text can possibly contain all there is to know about an idea (Callow,
1999; Hartman, 2000; Smagorinsky, 2000). When readers/viewers read and reread a
text, they interact with not one text from any one culture, but many, and are challenged
to revise their understandings across and beyond the texts involved.
Another change to the notion of literacy is that it is now understood to be basically nonlinear rather than linear. Now learners of multi-literacies refrain from moving in a set
sequence, but are able to take any number of alternative routes in a smorgasbord of
semiotic choices (Andrews, 1998; Hartman, 2000; Lankshear et al., 2000; Smagorinsky,
2000; Yucht, 1999).
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In the light of the above changes to the notion of literacy, it follows that teachers need
to adopt a more flexible and expansive view of literacy. Teachers need to redefine what
is meant by literacy and reflect on how they might teach students to analyse, interpret
and respond to visual texts. They need to know that texts communicate meanings,
messages and ideologies, and are often the sites of contesting social values and power
structures. Because the participants in this study were dealing with visual texts, they
needed to expand their view of literacy in similar ways. (See Lankshear et al., 2000;
Luke, 2000, cited in “Literate Futures”, 2000, p. 13; Rakes, 1999; Stewart-Dore, 1996;
Unsworth, 2001).
The need for teachers to expand their view of literacy has been acknowledged by the
NSW Department of Education and Training in certain foundation documents published
in the late 1990s. For instance, the Literacy Strategy Document Focus on Literacy
(Department of Education and Training, 1997a) states that the notion of literacy has
expanded since 1991, to include emerging multimedia and information technologies.
This document also mentions the need for students to adapt and extend their boundaries
of knowledge and literacy skills. In the English K-6 Syllabus (1997) and the English 7 –
10 Syllabus (1997) students extend the traditional boundaries of literacy by learning
about ‘viewing’ and ‘visual texts’ which are part of the reading strand. However, there
is little detailed support in the syllabus documents on how teachers and students should
go about viewing visual texts.
As the dominance of the written mode of meaning has been broken, visual images have
now taken an important role in the construction of meaning Kress (1997). The problem
here lies in how visual texts are being considered and theorized. According to writers in
the field of visual communication, there is a need for knowledge about the semiotic and
grammatical structures that provide teachers and students with the tools for critical
viewing (see Callow, 1999; Frei, 1999; Harste, 1994, cited in Frei, 1999, p. 386; Jewitt
& Oyama, 2001). These tools need to describe the meaning making and social
interaction of visual texts as well as any other form of multiliteracy. They need to be
semiotic in order to achieve this (Hartman, 2000; Kress, 1997). As semiotics is the
science of meaning-making, and meaning-making occurs across disciplines, semiotic
tools for viewing visual texts need to include a varied source of language structures.
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An expanded view of literacy takes into account all the changes to literacy that have
been explained above. According to Kress (1997), Literate Futures (2000), Stephens
(1998) and Vandergrift et al. (2000), these changes to literacy demand critical thinking
approaches to texts such as those containing visual images. The need for critical
thinking arises from texts’ construction of social and cultural meanings that serve the
interests of particular social groups (Kress, 1997; Literate Futures, 2000; Stephens,
1998; Vandergrift et al., 2000). The way in which social groups use texts for their own
interests can be referred to as ‘Literacy as Social Practice’, which is explained more
fully in the following section.

Literacy as Social Practice
People practise literacy when they construct meaning as they go about their daily lives.
This is done in social groups which use specialised language systems. In time,
members of a social group learn to recognise and adopt language patterns which are
determined by the social contexts and relations in which they operate (Christie, 1992;
Freebody, Luke and Gilbert, 1991, cited in Freebody, 1992, p. 48; Freebody, 1997;
Gee, 1990; Knobel & Lankshear, 2003). People’s ideas are shaped by the language of
their social context and in turn they themselves may shape the language and ideas used
in that social context (Anstey and Bull, 2000; Gee, 1990; Johnson, 1999; Pitt, 1995;
Rosenblatt, 1978; Whipple, 1999). While interacting with social contexts in this way,
people may react to the language of texts in different ways. They may be compliant,
non-compliant, resistant to, and/or critical of the meaning and messages of the text
(Freebody, 1992; Gee, 1993; Kress, 1986; Luke and Freebody, 1997).
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Perhaps literacy as social practice is best described by Luke and Freebody’s (1997 &
1999) ‘The Four Resources Model’ of reading. Their ‘elements of reading as social
practice’ is a pedagogical model developed for reading (1997, p. 36). However it can be
applied to emerging broader descriptions of texts (i.e., the visual) and reading now
includes viewing. Luke and Freebody (1997) articulated this social view of reading to
identify certain practices that successful readers typically master within a culture. These
practices involve breaking the code, participating in the text, using the text and critically
analyzing the text (Freebody, 1992; Luke & Freebody, 1997 & 1999). Different
situations in reading call for the deployment of different practices depending on the text
and purposes for reading the text (Harris, Turbill, Fitzsimmons & McKenzie, 2001).
The practices used by accomplished readers can be described as follows.
Code breaker practices involve decoding the visual information in the text. Code
breakers ‘engage in the technology of the written script’ and use the cues to work out
what the words are (Freebody, 1992, p. 47). The text-participants engage with the text
in terms of its meaning and structure. They try to understand what the text trying to say.
They do this by bringing to the text their prior knowledge of the world, the features and
structures of language and the reading process and participate with the author in
constructing meaning. (Freebody, 1997; Harris et al., 2001). Text user practices enable a
reader to analyse what this text is for. They might ask, ‘What do I do with this text, here
and now?’(Gehling, 2000; Luke and Freebody, 1997, p. 37).
The practices of the text analyst are of particular interest to this study because, as
readers, text analysts are aware that texts are crafted by people who have particular
beliefs and dispositions and who construct texts with a particular version of the reader
in mind. Text analyst practices enable the reader to analyse the cultural background of
the text, the assumptions and values of the author and the ideological messages of the
text as well as to choose whether or not to agree, disagree or propose an alternative
position. As text analysts, readers interrogate the text for ways in which the writer
positions the reader through ideological perspectives that are expressed in the language
structures. Typical questions a text analyst may ask are, ‘What does all this do to me?’
Whose interests are being served?’ or ‘Whose opinions have been left out?’ (Freebody,
1992, p. 58; Gehling, 2000, p. 16; Harris et al., 2001, p. 34; Luke and Freebody, 1997,
p. 37)
30

Text participant practices in reading relate to the viewing process as viewers participate
in constructing meaning from their world knowledge and their knowledge of how
viewing and visual texts work. Likewise, text analyst practices in reading are similar to
how viewers critically analyse visual images. Viewers realize that illustrators and
photographers construct certain messages and convey opinions that may be challenged.
Viewers practising as text analysts also find that either they themselves or the persons
in the visual image can be positioned by certain ideologies and viewpoints put forward
by the illustrator. As this study proceeded, the practices of the reader were seen to relate
to ‘critical viewing’ as it emerged as the major concept of a pedagogy for critical
viewing.
From the above discussion it can be seen that texts are the constructs of those whose
language carries the ideologies and interests of particular groups. There is therefore a
need to think critically about how texts construct socio-cultural meanings and to have a
way of interrogating texts to detect how people may be influenced by them. Critical
literacy is a way of doing this. It is a way of identifying when ideology and value
systems expressed in textual language favour particular groups and marginalise others.
Critical literacy will be detailed in the next section, firstly by defining the different
theoretical aspects of critical literacy and then by showing its significance to the critical
viewing of picture books in this study.

2. The Relationship of Critical Literacy to the Viewing of
Picture Books
Introduction
As texts including picture books are closely aligned with the ideologies and interests of
particular social groups, students and teachers need critical literacy in order to read,
view and analyse them. Critical literacy, is detailed in the next section, firstly through
defining the different theoretical aspects of critical literacy, secondly through showing
its importance in being literate and thirdly by showing how critical literacy:
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•

reveals the power structures of language;

•

acknowledges the world knowledge of readers and viewers;

•

can be an agent for social change;

•

operates in the viewing of texts with visual images; and

•

operates in the viewing of picture books.

i. Defining Critical Literacy
This section, draws together certain general characteristics of critical literacy from
writers in the field.
According to Gilbert and Taylor (1991, cited in Knobel and Healy 1998) critical literacy
is about searching for the power structures embodied in the language that advantage
particular social groups over others. Such a view is based upon the premise that the
language we use is never neutral or value free. This is because texts and words that
make up language cannot be separated from cultural and social practices. Texts and
words are inextricably interwoven with values, beliefs and ways of thinking which must
be investigated by readers and viewers (Anstey and Bull, 1976 & 2000; Luke, O’Brien
and Comber, 1994). They do this using tools for analysing and critiquing texts such as
questioning and using a metalanguage. These tools help to reveal a text’s dominant
meanings, ideologies and the way in which it positions readers or viewers (Luke,
Comber and O’Brien, 1996). In this way they may challenge and change such dominant
meanings and messages (Janks, 1993, cited in Knobel and Healy, 1998, p. 3).
So far critical literacy has been seen to reveal the values and messages of the author as
revealed in the context of the text. However, readers and viewers also bring to the text
their unique configurations of knowledge about the world, about language and about
their experience with other texts (Whipple, 1999).
Finally, critical literacy has to do with what it means to be socially aware as active
citizens for the good of others so that students are able to transform social and language
practices that may be oppressive to particular groups (Freire, 1972). Critical literacy is
therefore seen as an agent for social change, even when such changes are relatively
small (Freire, 1994; Searle and Knobel, 1998).
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The key aspects of critical literacy outlined above, continue to be explored within the
next section ‘Critical Literacy is an Important Part of Being Literate’.

ii. Critical Literacy is an Important Part of Being Literate
In the next section, critical literacy will be shown to be an important part of being
literate. This will be done in four ways. Firstly critical literacy involves analysing and
evaluating language and social contexts, to reveal the power structures in the language
used to construct particular messages (Gee, 1996 & 1996a; McDaniel, 2004). Secondly
critical literacy recognises the role of the reader’s and viewer’s background knowledge
when constructing meaning with a text. They see themselves reflected in the text and
see their place in society through the background knowledge that they bring to a text.
They may detect being positioned by the text and may decide to agree with this or
oppose it. Thirdly critical literacy is concerned with reflecting upon what is normalised,
that which everyone believes, and engaging in social change to transform society for the
benefit of others (Freire 1994). Finally critical literacy is shown to operate in the
viewing of texts that contain visual images such as picture books, the focus of this
study.
a. Critical Literacy Reveals the Power Structures in Language
According to many language theorists, there is a close association between those who
construct and use texts and the social and cultural contexts relating to them. They argue
that the language of a text is organised according to power structures that achieve
certain social and cultural goals. For example, a particular written text may contain
built-in language structures that construct a particular view of an entrepreneur; e.g.,
‘Bill Gates, the World’s Richest Man Again’. Meaning is packed into the noun group
‘Bill Gates, the World’s Richest Man’ through two describing words that modify the
noun ‘man’ as not just any man but the man who has the most money in the world. Then
he is further positioned with the modal adverb ‘again’.
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A visual text may have language power structures that foreground certain messages for
specific social purposes. For instance in The Rabbits, Marsden and Tan (1998) address
the plight of the stolen generation, using a visual language power structure which is a
series of signs across the sky in a relatively high position inscribed with the words
‘stolen generation’. The message about the plight of the stolen generation here is
positioned much higher in profile than the rabbits who are in a lower position on the
page. Thus, power structures help construct particular meanings that fulfil certain sociocultural purposes.
Some of the language theorists who hold views similar to those above are Bernhardt
(1998), Callaghan, Knapp, and Noble (1993), Christie (1993), Emmitt and Pollock
(1997), Freebody (1992), Gee (1990 & 1993), Halliday (1994), Hodge and Kress
(1986), Kress (1993), Lankshear (1998), Machet (1995), Painter (1988), Quin et al.
(1996), Unsworth (1993, 1998 & 2001), Vytgotsky (1962) and Whipple (1999).
The literature clearly demonstrates that power structures in texts set up and maintain
viewpoints about particular individuals or groups. To the readers, viewers or listeners
who engage with the language containing power structures this may be oppressive,
dominating or otherwise depending upon their point of view and their allegiance or
opposition to the values and ideologies being presented (Healy, 1998; Whipple, 1999).
For instance, a low attitudinal angle taken by a newspaper photographer may be
offensive to some viewers who feel that the participants in the picture representing a
minority social group have been given a position of lesser social importance.
As Luke (2000) and Luke and Freebody (1997) explain, when people accept certain
meanings and messages of a text as what is normalized, they may be marginalized both
socio-economically and culturally. Comber (1993) and Bull (1993) argue that students
should be encouraged to explore the marginalization of minority groups in everyday
texts to recognize where and when this is happening and to make choices about
agreeing or disagreeing with the text or even challenging the impact such messages may
have upon these people.
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Just as power structures in language may be used to marginalise minority groups, they
may also be used to popularise elitist groups and perpetuate their values and ideologies.
The culture of elitist groups can be constructed as a style of living which is seen to be
desirable and admired by all, thus marginalizing those who cannot belong to this group
for whatever reason. Power structures are used by the authors of texts from elitist
groups to position the reader or viewer. If readers and viewers do not know how to
scrutinise and examine these texts for their ideology and the way elitist ideals are being
perpetuated, their own voices, opinions and identities may not be heard (Comber, 1993;
Duncum, 1997; Luke and Freebody, 1997).
Power structures in language help to ‘normalise’ ways of viewing the world as ‘the way
things are’. According to Barrell (1999, p. 231-5), what’s normalised is the
‘characteristic way of being and belonging to certain social and cultural groups’, which
in turn constitutes the ‘discourse’ of the text. This characteristic way of being and
belonging perpetuates ideologies and values through the power structures of language
which confirm its ‘truthfulness’. Several other theorists also hold this view (CrannyFrancis and Martin, 1993; Healy, 1998; Lankshear, 1997, cited in Healy, 1998, p. 28;
Lemke, 1993; Martin, 1998; Yucht, 1999). The discourse has the effect of constructing,
confirming or reconstituting the power relations which unite and divide social groups.
For this reason, discourses and their inbuilt power structures need to examined and
challenged (Anstey and Bull, 2000; Comber, 1993; Duncum, 1997; Luke and Freebody,
1997).
As power structures may be expressed through the language of visual texts to construct
certain messages, to normalise a certain way of being, or to marginalise certain persons,
it is important for students to engage in critical literacy in order to detect what is
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happening in the text. It is also important that students are able to talk about and analyse
power structures in visual texts using a metalanguage that articulates their construction
of visual meaning.
b. Critical Literacy Acknowledges the World Knowledge of Readers and Viewers
When readers and viewers interact with a text they bring knowledge about the world
and language from other texts, to the text they are reading or viewing. This knowledge
then impacts upon the way they construct and respond to the messages and ideologies of
the text (Whipple, 1999). According to Rosenblatt (1938, 1976, cited in Whipple, 1999,
p. 148) the student will bring to the text:
Personality traits, memories of past events, present needs and preoccupations, a
particular mood of the moment, and a particular physical condition. These and many
other elements in a never-to-be-duplicated combination determine his response to the
peculiar contribution of the text.

So ‘as individuals with unique experiences’, students ‘formulate a spectrum of
meanings for the same literary event’ (Whipple, 1999, p. 148). Likewise, teachers and
students construct different views of an image. It is only through personal interpretation,
Rosenblatt (1978) argues, that life can be breathed into a written text or a visual image
such as a picture book. However, important as background knowledge and experience
may be in the analysis of textual meaning, teachers and researchers need to exercise a
degree of sensitivity in not always forcing onto the students their own world knowledge,
experience and analyses of visual images. Students, Comber & Barnett (2003) argue,
need time to take into account their own world knowledge and textual experiences in
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order to conduct their own viewing and critical responses, giving them opportunities to
find and express their own voice in their critical response to the text. Students need
opportunities to reflect on the text using questions such as, ‘How does this text relate to
my sense of being in society?’ ‘Am I being positioned by this text and will I take up this
position?’ ‘How does this text compare to my background experiences?’ (Whipple,
1999, p. 149).
c. Critical Literacy Seen as an Agent for Social Change.
There are many writers in the field of critical literacy who talk about critical thinking as
contributing to society and transforming it in various ways. Freire (1972, 1994)
examined the plight of those oppressed in society and encouraged citizens to reflect and
act upon the world in order to transform it, rather than accept their exploitation. This
reflection calls for individuals to be socially aware of the needs of the oppressed and to
be prepared to transform natural social and language practices for the good of others.
Luke and Carpenter (2003) believe that such reflection extends to the effects of
globalisation on the literacies practised by global communities. Students are provided
with opportunities to use technology to critically analyse global flows of information,
text and images. Such experiences allow them to develop cosmopolitan world views
through better understandings trans-nationally and cross-culturally. Some other writers
who see critical literacy as an agent of social change are Frei (1999), Boss (1997, cited
in Johnson, 1999, p. 23), Kramer-Dahl (2001), Lankshear et al. (2000), Luke (2000a);
Luke (2000b), Luke, Comber and O’Brien (1996), McDaniel (2004) and Whitin &
Whitin (1998).
Furthermore, it is suggested that the way these transformations are effected are through
the language itself. As argued in the previous section, it is the language that contains the
power structures that help construct and popularise the social values and ideologies to
do with things like motherhood, childhood, youth and employment. In this way the
social and cultural ideas and messages in a text, whether in the written or visual form,
can shape or reflect social and cultural change (Emmitt and Pollock, 1997; Gee, 1993;
Healy, 1998; Hull, 2003; Luke, Comber and O’Brien, 1996; Luke and Freebody, 1997;
Morgan, 1997; Stephens and Watson, 1994).
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For some time now critical literacy has been used as a vehicle for social change in
relation to gender. Gender preference and equity are issues that crop up regularly in the
research where teachers and students are asked to think about gender critically. Comber
(1993), Gilbert (1987), Gilbert (1992 & 1994), Marschall (1997) and White (1999)
argue that effective teachers of critical literacy support their students in analysing their
gender-specific preferences in reading and viewing and how they might reconstruct
their own social practice in gender, while writers such as Gilbert (1993 & 1994) and
Morgan (1997) propose that teachers and students need to challenge and reframe the
gender preferences of society as presented in the popular media. For instance, as
students analyse and consider gender stereotypes in picture books, small changes in
social constructions of gender may be achieved.
d. The Operation of Critical Literacy in Viewing Texts with Visual Images
The following section argues that critical literacy relates to the critical viewing of texts
with visual images. Because critical literacy includes the viewing of visual images, the
term ‘critical viewing’ refers to viewing visual images using critical literacy
approaches. As Hull (2003) and Kress (1997 & 2003) argue, our world is becoming
increasingly more visual with pictorial representation dominating over the written;
while Kress (1997) observes that visual and written texts work together simultaneously
and interactively. Texts with visual images, however, are like all other texts. It is argued
that visual images have a language that is organised and structured according to power
structures and relations. As previously explained, power structures in language are used
to normalise certain social and cultural ways of being and their associated messages as
the way things are, that which everyone believes (Callow, 1999; Duncum, 1997). Visual
texts use their power structures in the same way. This argument is taken up by
researchers such as Bull (1993), Christie (1993), Collier (2001), Cranny-Francis and
Martin (1993), Freebody (1992), Gee (1996), Healy (1998), Koroscik (1996), Kress
(1997), Luke (2000a & 2000b), Luke and Freebody (1997), Luke & Freebody (1999),
Rothery & Veel (1994), Stephens (1998) and Troutner (1999). These researchers
further argue that students need to develop their own expertise in viewing and critical
analysis by recognising the power structures in visual language and so avoid being
coerced into accepting viewpoints against their will. Through critical analysis they
are in a position to oppose and contest these viewpoints. Researchers, Luke (2000a) and
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Luke (2000b) advocate that students use texts for critical viewing that are commonly
used in society such as picture books and newspapers. These texts may be interrogated
for the power structures inherent in their language features. This interrogation is
important because it is from everyday texts that individuals construct their social
identity. While some common visual texts employ power structures to construct definite
messages, others construct social messages by leaving out a particular viewpoint
(Callow, 1999; Comber, 1993; Duncum, 1997; Iedema, 2001). This technique is a
powerful way of sending messages to the viewer, reflecting dominant values and
ideologies.
The role of the reader’s and viewer’s background knowledge in critical literacy has also
been discussed. Background knowledge includes what readers and viewers know of the
world and the language structures of the text in question. For example, if viewers are
viewing The Rabbits (Marsden & Tan, 1998), they may bring to that text their
knowledge of the white invasion of Australia and the plight of the Aborigines. They
may know about Phillip, the convicts and how the Europeans utilized the land through
their sense of industrial progress, regardless of how the Aborigines survived as part of
the landscape. Such knowledge shapes the meaning that viewers construct with the text
and the way in which they use visual language in this construction of meaning.
In constructing meaning with a text, background knowledge comes into play as well as
readers’ and viewers’ knowledge of visual language and how it conveys the power
structures that position the major participants within a text. Using knowledge of colonial
history and visual language, readers/viewers construct the main ideas and messages of
‘The Rabbits’ text – that the white invasion has been detrimental to the landscape of the
continent and the culture and well-being of the inhabitants of the land. From their own
viewpoints on this question, the readers/viewers position themselves in relation to the
argument. They may detect being positioned by the text and may decide to agree with it
or oppose it.
Critical literacy is also concerned with literacy as an agent for social change to
transform society for the benefit of others (Freire, 1972 & 1994). When critically
viewing texts such as the picture books Window (Baker, 1992 ) and The Whales’ Song
(Sheldon & Blythe, 1993), viewers relate the texts to their social and cultural contexts,
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and use a visual metalanguage to elucidate the related environmental and ecological
messages. A reader/viewer may subsequently construct a sense of social responsibility
concerning the future of the natural environment or the survival of the whale species.
This construction may direct viewers into some kind of action to support these causes.
In view of the operation of critical literacy in viewing texts with visual images, it may
be said that critical literacy can be used to analyse the meanings and messages of visual
texts and reveal the ways in which viewers and/or particular groups are constructed
(Bull, 1993; Comber, 1993; Healy, 1998). Like any other text, picture books are a
construct of the ideology and values of the author, illustrator and the socio-cultural
context of the book. Consequently, viewers and others may be marginalised or
positioned in some way that compares favourably or unfavourably with the dominant
voice presented in the text. As this positioning is all embedded within language
structures, viewers need to have a language for talking about how meaning is
constructed - that is a metalanguage that provides tools for analysing and identifying the
visual structures that create meaning (Unsworth, 2001; van Leeuwen and Jewitt, 2001).
As teachers and students learn to use a visual metalanguage in combination with critical
literacy practices, they will acquire the tools for analysing visual texts for their social
and cultural meanings and power structures. The framework of visual language
provided in this study could be the starting point whereby teachers and students can
develop their own metalanguage tools for critical viewing.
e. The Operation of Critical Literacy in Picture Books
In light of the above discussion, picture books are an ideal way of studying the
construction of the ideology and values of socio-cultural groups in visual texts. Such
study of picture books may also show how readers and viewers may be marginalised or
positioned as members of particular social groups according to what dominant voices
are presented. Viewers of picture books also bring their own background knowledge
of the world and their ability or otherwise to recognize the power structures in visual
language within the text. Through critical analysis viewers are in a position to oppose
and contest being coerced into accepting viewpoints against their will, and in
this way develop an awareness of the possibility for social change (See Callow, 1999;
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Duncan, 1997; Iedema, 2001; Knobel & Healy, 1998; Unsworth, 2001; van Leeuwen &
Jewitt, 2001; Zammit, 1999).
Certain well known writers about picture books describe and comment on the nature of
such books and how they may be used for teaching critical literacy through viewing.
Campbell (1999), McVitty (n.a.) and Nilsson (1992) emphasise that the most successful
writers of children’s picture books have an intense curiosity, simplicity and a capacity
to delight children and cause them to wonder. Consequently, picture books are often
considered to be exclusively written for younger readers. However writers such as
Churchman (1993), Fox (1999), Nilsson (1992), Odgers (1989) and Unsworth (2002)
argue that picture books are a highly sophisticated form of writing and that it is a myth
to think that writing for children is easier than writing for adults.
Therefore, as Anstey & Bull (1996) and Stephens (1992) suggest, picture books are an
excellent resource for developing knowledge and skills in critical viewing. One such
picture book which has a high level of sophistication is John Brown and the Midnight
Cat by Jenny Wagner and illustrated by Ron Brooks (1977). In this picture book, the
reader is positioned to feel sorry for an old lady, while all the time feeling puzzled by
the symbolic relationships portrayed among the black cat, the dog, and the lady.
Readers are invited to fill in the gaps in the text and in the pictures through careful
reflection and speculation (e.g., Why won’t John Brown let the cat in? Why does Rose
want the cat?) Like John Brown and the Midnight Cat, a picture book may use the
visual text to amplify key images, negate the message, clarify a point in the book, or
develop a major point in the text where most of the detail has been purposely left out in
the written text (Campbell, 1999; Churchman, 1993; Koehler-Pentacoff, 1993; Michaels
and Walsh, 1991; Nilsson, 1992; Odgers, 1989; Quin et al., 1996). Knowing about the
sophistication of the themes and messages of picture books, and how one form of the
text interacts with the other, assists viewers in critically viewing them successfully
(Anstey and Bull, 1996; Stephens, 1992; Stephens, 1998).
Quin et al., (1996) elaborate on how meaning is constructed in the visual texts of picture
books, through a selection of language structures from the various codes and
conventions available, which then combine in particular ways. These language
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structures are influenced by the socio-cultural context of the picture book and the values
and beliefs of the social groups represented therein. Kress and van Leeuwen (1996) and
Unsworth (2002) articulate further the process of selecting language structures from
one’s knowledge of the language and grammar of visual texts. In this way, viewers
come to specify power structures in the language itself, values and beliefs inherent in
the text and ways and means by which particular individuals or groups may be
marginalized.
Many of today's finest picture books have mature themes and complex illustrations that
are suitable for older students. Another example of a sophisticated picture book is The
Rabbits (Marsden & Tan, 1998). As previously discussed, this text evokes emotions
concerning the invasion of Australia by the British, and the stolen generation. Writers
on the development of picture books note a wide range of topics and issues that have
been used in recent picture books and which have significance across all cultures – for
instance, sibling rivalry, fear, stress, embarrassment, passing of time, war, nuclear
holocaust, family, grandparents and grandchildren, longing for love and contending for
love, the emergence of identity, a sense of place, the vicissitudes of urban life, social
action for the disadvantaged, and the concept of childhood (e.g., Flack, 1994; Jennings,
1989, pp. 4-10; Jennings, 2003, pp. 49-60; Marantz and Marantz, 2000, pp. 13-16;
Michaels and Walsh, 1991, p. 4; Schwarcz and Schwarcz, 1991, p. 114; and Stephens
and Watson, 1994, pp. 6-7). According to Michaels and Walsh (1991) many of these
issues are covertly built into the structure of the illustrations and written text. In this
study, teachers and students are provided with the opportunity to analyse how attitudes
and values concerning similar issues are constructed through the viewing of the
illustrations. A metalanguage is provided to support them in explaining how and why
these ideas, values and beliefs are built into the design of the illustration.
This section on the operation of critical literacy on picture books has served to highlight
the multiple levels on which viewers can view picture books, their degree of
sophistication, the mature themes that provoke thought and response, and their social
and cultural construction of meaning. The previous sections have been descriptive of
what is generally referred to as critical literacy and the role it plays in being literate. It
reveals the power structures in language, acknowledges the world knowledge readers
and viewers bring to the texts they are reading or viewing and is seen by some as an
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agent for social change. Teachers and students who are working with picture books
need to know about critical literacy approaches and have the metalanguage resources
available to assist them in coming to terms with the life issues and ideological messages
that are visually constructed in the books. Specific knowledge and skills required for
critical viewing are examined below.

3. The Knowledge and Skills Teachers and Viewers need for
Critical Viewing
Introduction
The purpose of this section of the review is to summarise what the literature indicates
viewers need to know and do, in order to critically analyse visual texts. This relates to
the second aim of the study which is an investigation into how teachers and students
implement a framework of visual language for the purposes of critical viewing. The
content is aligned with what teachers should know and do to teach critical viewing, but
is abbreviated to minimise repetition. The knowledge and skills were drawn from
the various writings on visual literacy previously cited, as well as other literature not
referred to.

i. What Viewers Need to Know
There is certain knowledge teachers need to develop in their students as critical viewers.
Viewers need to know about:
a. The Dominance of Visual Texts and the Need for Critical Viewing
Viewers need to be aware that our world has become increasingly more orientated
towards visual texts as a major source of information and entertainment. Therefore
viewers need to be more critical and analytical in their approach to viewing particularly
as texts are more poly-cultural, multi-modal and highly intertextual (Callow, 1999;
Freebody, 2001; Frei, 1999; Luke, 2000a; Luke, 2000b; Luke, Comber & O’Brien,
1996; Pitt, 1995; Rakes, 1999; Unsworth, 2001 & 1997). They should be aware that
visual literacy is an integral part of the reading process. Viewers need to know how
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texts employ language and power structures that privilege a certain viewpoint and they
need to be able to relate texts to their social and cultural contexts in order to construct
their meanings and messages (Kress, 1997; Kress and van Leeuwen, 1996; Lemke,
1998; Unsworth, 2001). Viewers also need to be able to detect when and where they are
positioned into accepting a certain viewpoint that has certain social or cultural
ramifications. They need to place themselves in the text to see if they are in agreement
with the messages. When viewing images viewers need to be able to question texts for
their values and ideologies, using a language for viewing.
b. Visual Language
In order to critically analyse visual images viewers need to know a visual language for
deconstructing, responding to and critiquing such images. The framework (Table 1, pp.
10-12) developed in this study is a set of tools that viewers can use for the critical
analysis of visual texts. From this, viewers can trial certain visual structures and develop
their own metalanguage for critically analysing visual images such as those in picture
books.

ii. What Viewers Need to Do
As argued by theorists such as Callow (1999), Kress and van Leeuwen (1996 and
O’Toole (1994) viewers need to use a visual grammar which is functional in analysing
visual images for their construction of meaning. After modelling and collaborative
analysis of visual texts by teachers similar to the scaffolding suggested by theorists such
as Bruner (1986), Hammond (2001) and Vygotsky (1978), viewers will know how to
analyse visual images using a metalanguage. They can do this by using the language of
the framework developed in this study as an analytical tool and by asking the right kind
of critical thinking questions that encourage the use of the visual metalanguage.
Viewers learn to view visual texts such as picture books by questioning the text and
interrogating it for its social and cultural meanings and messages.
The next section moves on from what viewers need to know and do when critically
viewing texts. It examines briefly what knowledge teachers need to know and what they
need to do in order to teach their students critical viewing.
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iii. What Knowledge Teachers Need to Know to Teach Their Students
Critical Viewing
The following areas of knowledge were drawn from the various writings on visual
literacy. Viewers will need to know about:
•

the dominance of visual texts and the need to teach viewing (visual texts are a
powerful force for communicating information and ideas);

•

critical literacy (viewers need to understand the principles behind viewing
images critically to avoid being positioned or coerced);

•

a visual language (there is a need for a visual language to talk about images and
how meaning is constructed through them); and

•

the nature of picture books (knowing how picture books are unique in how they
relate to viewers and how they construct meaning will be advantageous to
viewers).

a. The Dominance of Visual Texts and the Need to Teach Critical Viewing
Viewers and the teachers of viewing need to have an awareness that our world has
become increasingly more orientated towards the visual. Writers in visual literacy such
as Durie (1997), Kress (1997) and Quin et al. (1996) explain that print media such as
the daily newspaper have become more visual, with more reliance on graphic
representation to capture the attention of the reader/viewer and to convey its message.
Quin, McMahon and Quin (1996) and Kress and van Leeuwen (1996) comment about
the dominance of visual texts as follows:
.... it is clear that visual texts are a major form of communication in Australian
society and possibly the major source of information and entertainment. This alone
provides an important reason for the inclusion of the study of visual language in the
school curriculum (Quin et al., 1996, p. 2).
Above all, it is crucially dependent on having the means of analysis, the means for
talking about the ‘new literacy’, about what it is we do when we produce and read
images (Kress and van Leeuwen, 1996, p. 33).
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Many national, state and syllabus documents recognise that visual literacy is an integral
part of the reading process. In most of these documents references are made to
‘language’ as including the language of written texts as well as the language of visual
texts; e.g., Study Design in VCE English (“Victorian Curriculum and Assessment
Authority”, 2002), English K-6 (“NSW Department of Education and Training”, 1998e)
and English 7-10 (“NSW Department of Education and Training”, 1997) and the VCE
English Victorian Curriculum and Standards Framework (“Department of Education
and Training Victoria”, 2000). New Zealand has also provided a professional
development manual for teachers entitled Exploring Language in the study of images,
which includes the visual elements of print texts (Durie, 1997; Quin et al., 1996;
Unsworth, 1998).
The importance of visual literacy is also highlighted in the literacy statements and
outcomes in Queensland English in Years 1 to 10, (“Queensland syllabus materials
Department of Education, Queensland”, 1994), the Queensland Government Literate
Futures Report of the Literacy Review for Queensland State Schools (Luke, 2000) and
English in the New Zealand Curriculum “Ministry of Education” (1994).
The Stage 4/5 NSW History and Geography Syllabuses include viewing as necessary
for acquiring history and geography skills and knowledge. Visual literacy has been
included on the agenda in various literacy conferences and workshops at national, state
and local levels. For instance, visual literacy was the sole topic at the Reading Images
Summer School and Multi-modal Workshop (Kress, van Leeuwen and O’Toole, 1997)
at Sydney University. The NSW Department of Education and Training Literacy
Strategy conferences have been held on a yearly basis since 1997; for instance, Meeting
the Challenge - NSW State Literacy Strategy, as well as Refocusing on Reading both in
1997 and more recently the IFTE Conference in 2003. In addition to conferences, one
particular journal edited by van Leeuwen, Jewitt, Scollon and Triggs (2002) has been
published entitled visual communication. This publication is solely for the purposes of
disseminating work in visual communication and analysis.
While the syllabi, support documents and resources mentioned above give emphasis to
visual literacy in the light of the changing nature of literacy itself, they rarely explain
how it works or provide a language for talking about its operation. However, written
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texts and their grammar are treated analytically and functionally. Due to their increasing
significance, visual texts and their metalanguage deserve equal attention in these
documents.
Literacy keeps advancing, and there appears to be a growing need to keep up with
developments in its technological presentation (technoliteracy). Students in
contemporary society now view the world as a global village, often coming to school
with the ability to access internet materials and communicate in forums across the
globe. With the multi-media texts they use, there is an increasing reliance upon the
visual form of semiotic. Therefore, most theorists and writers in literacy argue that
teachers need to take responsibility in building visual literacy skills into the curriculum
and, in so doing, they would be better able to support students in understanding the
changing nature of multi-literacies (e.g., Barrell, 1999; Callow, 1999; Duncum, 1997;
Durie, 1997; Healy, 1998; Koroscik, 1996; Kress, 1997; Misson, 1998; Quin et al.,
1996; Rakes, 1999; Unsworth, 1998 & 2001; Vandergrift et al., 2000; Yucht, 1999).
b. Critical Literacy
Students and teachers need to learn about critical literacy as it is applied to visual
images. Critical literacy has already been discussed at length in terms of power
structures, world knowledge, social change and sociocultural meaning. It is sufficient to
stress that teachers will need knowledge of how texts employ language structures that
perpetuate socio-cultural meanings which privilege certain viewpoints (Comber, 2001;
Healy, 1998; Misson, 1998; Plamenatz, 1971).
Teachers need knowledge about critical literacy and how to apply it to visual texts. As
teachers apply critical literacy to viewing they need to know how to ask questions that
stimulate critical thinking about the messages and interpretations of a visual text. A part
of that knowledge is knowing how to use the framework of visual language as a
metalanguage for understanding why certain meanings and value statements are made.
c. Visual Language
While most writers agree that we need a critical approach for teaching viewing, only a
few suggest what language structures should be used. Researchers see the need for a
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language for deconstructing and responding to visual images in the same way as there is
a language for deconstructing written texts. They argue that few people possess this
language, and that most people struggle to understand and decode visual texts even
though these images make semiotic demands upon them daily. The need for a visual
metalanguage for analysing and discussing visual texts, and the semiotic meanings they
create in conjunction with written texts is taken up by writers such as Callow (1999),
Durie (1993), Hancock and Simpson (1997a), Hartman (2000), Kress and van Leuween
(1996), Lankshear et al. (2000), Meiers (2004), Rakes (1999), Smagorinsky (2000),
Stephens (1998), Unsworth (1998, 2001 & 2002), The New London Group (2000 cited
in Unsworth, 2001, p. 18) and van Leeuwen and Jewitt (2001). The need for a visual
language has been addressed in this study with the provision of a framework of visual
language that is a ‘tool box’ for the critical analysis of visual texts. Media
photographers and film makers have their own ‘tool boxes’ of metalanguage for
constructing, critiquing, or editing their images or footage before they appear in the
media. Similarly in the viewing of visual images such as those found in picture books, it
is the metalanguage, the tools for critical viewing, that energize the act of critical
viewing.

iv. What Teachers Need to Do
Teachers need to reflect on how they might teach texts with visual images with their
students. They need to provide their students with opportunities to think about the
underlying messages of visual texts and examine the demands they are making upon
them as viewers. This study seeks to investigate how this can be done and how teachers
and students may be supported in the process. Theorists who recognise similar needs are
Callow (1999), Giorgis, Johnson, Bonomo and Colbert (1999), Lankshear et al. (2000),
Luke (2000), Manifold (1999), Quin et al. (1996), Rakes (1999), Stewart-Dore (1996)
and Unsworth (1998, 2001 & 2002).
If teachers do not teach the critical viewing of visual images, their students run the risk
of being misinformed on normalised social agendas or of accepting the marginalisation
of minority groups. Hence teachers need to consider how they will teach viewing – the
pedagogical issues that will inform their practice (Astorga, 1999; Christie, 1992;
Unsworth, 1998 & 2001) . Teachers need to show their students how to use the
48

language of the framework as an analytical tool for viewing and they need to model for
the students how to do this using visual images. Teachers can model how to ask the
right kind of critical thinking questions so that students learn how to ask similar
questions to interrogate a text for its real meanings.
Questioning is one of the main strategies used by writers such as Comber (1993),
Johnson (1999), Misson (1998) and Morgan (1997) in understanding how meaning is
generated at social, ideological and political levels. The reader/viewer
asks questions about the text to illuminate its meanings, socio-cultural messages,
contradictions, ideologies, what’s left out and so on.
Typical critical literacy questions that teachers and students can use when viewing a text
are as follows. Similar questions are proposed by Anstey (1997), Davies (1993),
Department of Education and Training Teaching Reading A K-6 Framework (1998d),
Johnson (1999), Knobel & Healy (1998), Pitt (1995) and Stephens & Watson (1994).
•

How does the text position the reader to accept its cultural and ideological
assumptions?

•

How do the readers produce multiple readings of texts?

•

What is a resistant or oppositional reading and what purpose does it serve?

•

Whose experiences and what kinds of experiences are given privileged voice in
the text?

•

What alternative cultural and ideological assumptions have been left out or
silenced in the text?
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These are the kinds of questions that critical theorists use to interrogate a text, but
teachers also need to know how they can be used for critically viewing an image.
According to Anstey (1997), Johnson (1999) and Pitt (1995) the questions students and
teachers need to ask should begin to help them to understand how the language choices
of the text (the structures and features) contribute to the construction of meaning and
portrayal of particular social groups. As teachers analyse visual texts such as picture
books with their students, they need to build the visual language of the framework into
the questions they ask so that they are not just asking questions for critical literacy
purposes. The visual language then becomes part of the critical literacy questions so that
the metalanguage is being used as a tool for critical viewing; for example, questions
such as, ‘How does the gaze and the action verb show you what the government
believes about the Olympic Games?’, ‘Tell me how you are feeling about the plight of
the Aborigines. How does colour and position emphasise the plight of the Aborigines?’,
‘How does the high attitudinal angle affect you the viewer?’ or ‘Whose interests are
being served here? How does the illustrator and how does the author do this?’
Thus, it can be seen that teachers need certain knowledge and skills in critical viewing.
Critical literacy approaches have been seen to be useful as well as the use of a
visual metalanguage, which is where the framework of visual language used in this
study meets a need. This has pedagogical implications for the teaching of viewing, but
the question needs to be asked, ‘What about existing frameworks of visual language?
Are they useful for viewing and what are their pedagogical implications for teaching
critical viewing?’
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4. Existing Frameworks of Visual Language and Their
Pedagogical Implications for Teaching Critical Viewing
In reviewing the literature on previous frameworks of visual language and how they
were used, it is possible to explore their viability for providing a metalanguage and
inferring certain pedagogical principles which relate to this study. The previous
frameworks and studies reviewed revealed certain common factors that may be grouped
in three ways that are explained below.

i. Frameworks of Visual Language Using the Language of Kress and
van Leeuwen (1996) and Their Pedagogical Implication
Kress and van Leeuwen are regarded by writers such as Astorga (1999), Feez (1997),
Stephens (1998), Unsworth (2001) and Veel (1998) as having produced the most
recognised work in developing a systematic framework of visual grammar for visual
images. Researchers and writers such as Feez (1997), Stephens (1998) and Veel (1998)
have used the language of Kress and van Leeuwen (1996) for critical viewing purposes.
That is, they have used parts of Kress and van Leeuwen’s metalanguage not only as a
means of deconstructing the meanings and messages of the visual images but they have
used the language with critical literacy approaches to viewing. This has important
pedagogical implications because a visual metalanguage is necessary for the critical
analysis of visual images as established in the section on Critical Literacy. For instance,
Veel (1998, p. 149) uses some of the visual language of Kress and van Leeuwen (1996)
to develop an understanding of how visual texts construct messages that ‘these
meanings are the norm’ and ‘this is the way things are’. Stephens (1998) uses the same
language to foster an awareness of the politics and sociology of visual media texts,
while Quinn et al. (1996) use some of Kress and van Leeuwen’s concepts to explain the
meanings produced by the social and cultural contexts of the visual image.
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While researchers such as Callow (1996 & 1999), Feez (1997) and Unsworth (2001),
adhere quite closely to the language terminology of Kress and van Leeuwen (1996),
there are others who have added to or altered their original framework as a way of
developing a unique metalanguage for viewing (Astorga, 1999; Fulton, 1999; O’Brien,
1998; Stephens, 1998; Veel, 1998). For example, Stephens (1998) designed a brief
framework of visual grammar from Kress and van Leeuwen (1996) and included
Berger’s (1975) visual arts language. This work creates a broader base from which to
draw a metalanguage for critically viewing texts with visuals.
While some researchers claim to closely follow Kress and van Leeuwen’s framework,
few put it forward as a visual grammar with a complete articulation of Kress and van
Leeuwen’s (1996) meta-semiotic resources for reading images. The exception here is
Unsworth (2001 & 1998) who has popularised and explained the Kress and van
Leeuwen model over recent years during numerous conference presentations, lectures
and in his book Teaching Multiliteracies Across the Curriculum Changing contexts of
text and image in classroom practice (Unsworth, 2001).
This being so, what is apparent is that only a few researchers/writers have actually
trialled their version of Kress and van Leeuwen’s grammar in classrooms (e.g., Callow,
1999; Howley 1996 & Luchinni, 1996, cited in Unsworth, 2001, p. 71). Rather, writers
seem to offer Kress and van Leeuwen as a worthwhile language framework to use and
suggest that teachers take it up and trial it as a model (e.g., Fulton, 1999; O’Brien, 1998)
This study, however, aims to apply a visual framework of language to real classroom
situations.
What is significant in the work of Unsworth (1998 & 2001) is the fact that he has
applied the language of Kress and van Leeuwen (1996) to classroom texts in classroom
contexts. He has also provided an explanation of Kress and van Leeuwen’s
metalanguage for viewing images as well as a pedagogy for applying the visual
metalanguage. For example, he describes the ‘Literacy Development Cycle’ that is a set
of strategies for designing learning experiences to teach knowledge through
multiliteracies. It concerns ‘modelled, guided and independent practice’ as applied to
reading, speaking, listening and viewing (Harris, Turbill, Fitzsimmons and Mckenzie,
2001, pp. 39-41; Unsworth, 2001, pp. 228 – 236). This approach to teaching
52

pedagogy has been shown to be an important factor in classroom teaching and learning
in literacy and other areas of learning (“DSP Write it Right”, 1994; Hammond, 2001).
In this study, critical viewing involves visual analysis using a metalanguage that would
need to be modelled to learner-viewers who would also need the support of guided
practice. Visual analysis would be facilitated through such activities as students jointly
constructing visual analyses and cooperative group analyses.
As with any theoretical framework of metalanguage, a framework of visual language
needs to be structured for critical literacy purposes. That is, it needs to relate to social
and cultural contexts. A framework of visual language must be structured so that it
facilitates the construction of social and cultural meanings, social relationships and
textual forms. A functional framework of metalanguage shows how the language terms
will be used in helping to construct visual meanings. While theorists such as Fulton
(1999), Quin et al. (1996) and Stephens (1998) list their grammatical resources with
little regard to some functional structure in their model, Astorga (1999), Feez (1997)
and O’Brien (1998) use a briefer version of Kress and van Leeuwen’s model
incorporating Halliday’s (1985) three metafunctions. That is, the language terminology
is used to ascertain how ideas, meaning, values and ideologies are constructed visually,
how relations of power are constructed between and among viewers and participants,
and how visual texts are organised to fulfil their purposes.
While there has been a language for critical viewing used by writers and researchers
using the language of Kress and van Leeuwen (1996), and this metalanguage has been
used for the purpose of critical analysis, this metalanguage focuses on using systemic
linguistics and Hallidayan (1994) metalanguage when there are other languages that
provide a descriptive and critical analysis of visual images. The next section deals with
other languages for critical viewing which differ from the language used by Kress and
van Leeuwen (1996).

ii. Other Frameworks of Visual Language Using Languages for
Critical Viewing and Their Pedagogical Implications
A number of studies use a language for viewing chosen from different sources and are
not necessarily reliant upon the framework of Kress and van Leeuwen (1996). The
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frameworks of visual language will be discussed within the context of such studies.
Certain themes run through the work of these researchers and writers as they approach
the problem of critical viewing using their own metalanguages. These themes have
pedagogical implications for the viewing attempted by the teachers and students in this
study, some of which have already been mentioned in the section on critical literacy.
The themes cover such areas as a metalanguage for viewing, the need to model viewing,
discuss, question and learn co-operatively, post-modern approaches to analysing texts
and the need for a metafunctional system of visual language.
A major study by Hancock and Simpson (1997b) entitled ‘Reflecting on Viewing’
attracted national funding by DEETYA and was a comprehensive investigation into the
teaching of critical viewing. The study set out to compare primary and secondary
teachers’ expectations in viewing, to identify effective classroom practices and to
address curricula issues of inclusivity (Hancock & Simpson, 1997b, p. 9).
The reports of the participants in the study, Crawford and Hade (2000, pp. 10-14 & 18),
Eubanks (1999, pp. 38-44), Hancock and Simpson (1997a, p. 8), Manifold (1999, pp. 12), O’Sullivan (1999, p. 33), Smith (1997, pp. 1-4) and Wilson (1999, pp. 28-30) all
acknowledge the influence of cultural, social and ideological contexts upon the
construction of meaning and messages from the texts they studied. In this major study,
Hancock and Simpson (1997b), had been working with a number of volunteer teachers
in their DEETYA Reflecting on Viewing study, trialling an approach to teaching critical
viewing in South Australia and Queensland. Of all the projects and studies on visual
literacy in recent years, this seems to have been the one most supported by Federal and
State Governments in Australia. It involved 23 focus teachers as well as many others
who followed the program with less direct contact. A ‘mini course’ on critical viewing
was given to the teachers providing them with techniques for critical viewing and with a
language for analysing visual texts.
Of the focus teacher case studies reported in Reflecting on Viewing, it is apparent that
there was a standard approach to planning and implementing their units. All began with
the question, ‘What are visual texts?’ Most were integrated into the content area of the
subject they were teaching, and all listed the lesson plans and activities, and provided
statements on what the students and teachers learnt. The reports of these case studies
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indicate that the units of work in critical viewing were well planned and implemented
with attention to teaching and assessment strategies, and were well received by teachers,
students and the school communities. In the case studies by Hilberdink (1997),
McInerney (1997) and Robertson (1997), there seemed to be a problem in the viewing
component of the study which was dominated by the teaching of the subject content
through visual images. Only one case study used picture books (Wilson 1997). The rest
used visual texts such as television advertisements (Parker, 1997), historic photographs
for teaching history (Rogers, 1997), and films (Robertson, 1997). Most case studies
used a language for viewing; that is, a language for analysing the features and
techniques used by the text constructor, but as Hancock and Simpson (1997a) point out,
the teachers rarely used it with a ‘critical edge’ to help the students challenge the
messages of the text (1997a, p. 19).
The terminology used seemed to be quite consistent across all case studies. It did vary,
however, according to the mode of text used:
•

For her study in picture books, Rogers (1997, pp. 34-5) analysed sports
photographs using size, position, camera angles, body language, facial gestures,
and clothing.

•

McDonald’s (1998, pp. 9-18) study concerned the critical interpretation of
information presented in graphs, commercials, charts and tables through small
group discussion. The project only used a narrow band of visual language, such
as borders, colour and distortion.

•

Wilson (1997, pp. 1-4) used colour, facial features, gestures, setting, light and
size of the characters, body language and stereotyped people.

•

McInerney (1997, pp. 49-52) used colour, music, outdoor location, climate,
facial expression and target audience to analyse the constructedness of the visual
representation of the environment.

•

McInnes (1997, p. 65) viewed the Simpsons with her Year 8 class using the
terms camera angle, shot and stereotype.

•

Robertson (1997, p. 82) studied film using techniques such as music and camera
shots but no other listed techniques.

•

Hilberdink (1997, pp. 118-19) spoke of colour and the environment.
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•

Doley (1997, pp. 98-100) looked at ways photographs are created through angle,
shot, cropping, background and posing for a shot.

The latter study by Doley (1997) seemed to be the only one that looked at the inclusion
and exclusion of certain social groups and individuals. As can be seen from the visual
structures and features listed here, the set of terms or features and techniques in any one
study, was quite limited.
Limited use of language notwithstanding, these teachers used certain pedagogical
approaches in modelled and guided practice. Most mentioned that they had modelled
the analysis they would do on the visual text using the approaches they offered. For
instance, Parker (1997, p. 30) stated that she ‘modelled at every stage. I model a lot in
my teaching, as it’s the way I learn….I modelled my response to my favourite
advertisement…I was explicit about what students needed to do at every stage of the
unit’. Robertson (1997, p. 94) explained that she explicitly modelled all tasks including
how to write a review of a film mentioning things like music and camera shots.
As well as modelled learning, the teachers successfully used paired and group
discussion for critically analysing visual texts. Class and group discussion guided
students in clarifying their thinking in written responses. Hancock and Simpson (1997a)
reported that the group discussions and interviews showed that the students had a depth
and complexity of understanding of which the teachers were unaware before the study.
Guidance was also provided by the teachers to pairs and groups of students by giving
them a scaffold of questions for analysing texts (e.g., Parker, 1997; Robertson, 1997).
While teachers tended to ask questions concerning context, background, characters,
gender, audience impact and cultural changes, few asked questions concerning who was
excluded, included or misrepresented (Hancock & Simpson 1997a), and only some
teachers in their study asked questions using visual grammar explicitly to elicit critical
responses from the students (e.g., Doley 1997).
Hancock and Simpson discovered that teachers need support in finding ways of
including critical literacy as part of the analysis of the structures and features of visual
texts (1997a). As shown earlier in this chapter, this is an important issue and related
closely to the implementation of the present study.
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As Hancock and Simpson (1997a) explain, in their study there needed to be a focus on a
critical viewing of the visual images, rather than crowding critical viewing out with
concerns for acquiring knowledge and content. They stated that most teachers did not
feel they had mastery over visual genres of viewing or the ‘language of visual texts’
(1997a, p. 21). There were many other visual ‘features’ or ‘structures’ the teachers
could have called upon to enrich their analyses (Hancock & Simpson, 1997a, pp. 41-4).
These other structures and features may have enhanced the students’ understanding
about the ‘constructedness’ of the images and provided them with more support for
what was termed the ‘critical edge’ of viewing. The teachers and their students needed
to have more control over the language of viewing, and therefore needed to have more
features and structures at their disposal. The present study addresses this problem by
providing a comprehensive framework of visual language for viewing visual texts.
The visual language used in the Hancock and Simpson (1997a) study did not include the
metafunctional system as used in this project, and lacked a comprehensive list of
resources for a detailed analysis of the images. However, this is not to say that the
studies co-ordinated by Hancock and Simpson (1997b) are not worthy of consideration
for supporting teachers in critical viewing. They were based upon a sound case study
approach, using sound qualitative research data gathering and analysis techniques, such
as student learning journals, student work samples, interviews, and field officer support.
Most studies in the project were full of useful strategies and ideas for having students
analyse and respond to visual texts, but only a few of these activities made full use of a
technical language for viewing.
The findings of this comprehensive study by Hancock and Simpson (1997a) indicated
that:
•

Most teachers found the teaching of viewing a complex task. The assessment of
students according to specific criteria was sufficiently demanding without
having also to focus on the ‘critical edge’ of viewing. Few teachers went into the
social and political implications of texts. However, they did recognize the
‘constructedness’ of texts, but rarely considered who was advantaged or
disadvantaged by omissions, selections or representations in a text (1997, p.19).
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•

Students who had records of failure with written texts could approach visual
texts more positively. Several teachers saw that visual texts opened the way for
improvement in written literacy and understanding (1997a).

•

Visual texts provided more opportunities for success for disadvantaged students.

•

Students had more authority when discussing visual texts than they had when
dealing with written texts.

•

The focus teachers wanted support in teaching materials and training in the
structures and features of visual texts.

•

The focus teachers found it difficult to access available models and resources.

•

Teachers and schools need to establish ‘teaching spaces and equipment’ for the
teaching of viewing.

•

Teachers need to collaborate in developing a scope and sequence of a range of
visual texts, understandings and skills, mapping it through the years.

•

Teachers need to develop ways for critical literacy to be part of the analysis of
the structures and features of visual texts.

Many of the needs and issues listed above from the Hancock and Simpson (1997) study
relate to the purpose and nature of this study. For instance, the Hancock and Simpson
(1997) study showed the need for aligning critical literacy with the language structures
of visual images, the need for models and resources and the need for training in the
structures and features of visual texts. This study looks at the necessity for a language
for viewing, and through support for teachers and students aims to develop a pedagogy
that includes using a framework of visual language for critically analysing visual
images in picture books. Staff development was provided to the teachers in this study so
that they would come to appreciate what was involved in applying the language of the
visual framework. Through funding, the study addressed the problem of resources and
support for the teachers concerned.
The Hanson and Simpson (1997) study revealed the need for a scope and sequence of
texts, understandings and skills. Although this study does not aim to create a scope and
sequence for viewing across the stages, it is anticipated that recommendations for using
and adapting the visual framework across Stages 3 and 4 will emerge.
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As the Hancock and Simpson study was a major study in visual literacy at the national
level, it needed to be reviewed in detail as above. What follows will consider writers
and researchers in addition to Hancock and Simpson (1997a), who use a language that is
different to that of Kress and van Leeuwen (1996), but whose studies reveal issues that
also relate to this study – such things as the role of the researcher, the importance of
questioning, the paucity of classroom trials, the use of collaborative discussion, and the
need for a metafunctional system.
Postmodern approaches to viewing are used by Travers (2002), as reported in The
Office for Curriculum, Leadership and Learning (2003, p. 5), who developed a
framework for analysing visual texts. Her framework is not organised under
metafunctions but rather ‘structures and features, producers’ (situational context),
‘audience’ (situational context) and ‘culture’, (socio-cultural context). What are useful
in this framework are the critical literacy questions, the expression of a link between the
language of viewing and critical literacy, and the link between visual and written texts.
However, there are little more than a dozen visual language terms that are offered as
means of analysis. While there are examples of classroom applications provided (e.g.,
Clennet and Moult mentioned by Travers, 2002, cited in “The Office for Curriculum,
Leadership and Learning”, 2003, p. 5), how the language of viewing is to be taught, and
how it is to be linked with critical analysis are not fully explained.
According to Anstey (1997) and Anstey and Bull (2000), certain devices are used in
postmodern picture books such as borrowed characters, parody and unusual type-face.
Writers such as Astorga (1999), Anstey and Bull (2000), Callow (1999), Feez (1997),
Fulton (1999), Manifold (1999), O’Brien (1998), Smith (1997) and Unsworth (1998),
take a postmodern approach to critical viewing, stressing the need to develop critical
and social literacies, and ask critical thinking questions to elicit an understanding of
how visual grammar operates within multi-literacies. Postmodern picture books have
been included in this study mainly because they are useful for developing critical
approaches to analysing the meanings, ideologies and values within the text.
Semioticians such as Crawford and Hade (2000) and Stephens (1998) used semiotics to
establish socio-cultural meanings through the sign system and the process of
signification. The Crawford and Hade (2000) study used Peircean signs, symbols, icons
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and indexes, not with the students to help them in their viewing, but as a language for
the researchers to analyse what transpired in the students’ act of viewing, as they
observed them responding to picture books. Unfortunately the researchers did not
provide the students themselves with any language or tools for viewing, analysing or
responding to picture books.
Other alternative languages are used by researchers such as Collier (2001), Jewitt and
Oyama (2001) and van Leeuwen (2001). They offer alternative methods of visual
analysis such as sociological interpretation and visual anthropology in a search for
patterns and meaning, and semiotics and iconography for investigating the
representational and symbolic meanings of people, places and things. While their
theories support viewers in recognising and responding to cultural patterns in the visual
image, unfortunately there were no classroom trials. A study by Smith (1997, pp. 1-4)
explored the use of picture books by Anthony Browne, with the researcher as a
consultant to support the teachers, in their attempts to analyse visual texts using visual
terms such as symbolism, surrealism and quotations. Smith introduced the visual
literacy units to the classes, provided resources, and supported the use of some visual
language. It is unclear in Smith’s research as to whether he used a metalanguage for
introducing the texts to students. Therefore, it remains unknown as to how the students
and teachers accessed visual meaning.
Anstey (1997, pp. 3-4 & 1996, pp. 208-9) and Anstey and Bull (2000, p. 190) use
critical thinking and terminology such as colour, texture, line, shape and form, balance
and layout, dominance, focal points and use of elements and media. They also cite other
terms to articulate these elements; e.g., ‘salience’ and ‘framing’ for ‘balance and layout’
and ‘diagonals’ for ‘line’. However, their range of terminology seems limited as it is
restricted only to the visual arts area and does not include concepts from other areas
such as semiotics and systemic linguistics.
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Reports by Eubanks (1999), Ng, Powditch, Abeni and Callow (1999) and Simon (1999b
& 1999a) include a language for viewing which is linked to the critical literacy
questions introduced to assist the students in their critical analysis. This form of
questioning, they argue, is meaningful because it uses visual metalanguage for the
purposes of critical literacy. For instance, Simon (1999b, pp. 26-8) asked questions
integrating symbolism, camera angle and shot. Eubanks (1999, pp. 38-44) included the
language of visual terminology such as colour, zoom, page order and splits, and image
arrangement in her questioning patterns to support students in constructing the
meanings in picture books. Hancock (1997a, pp. 1 – 54 & 1997b, p. 15) reported that
teachers and students in their project asked questions to assist them in the art of
persuasion; e.g., What is happening in the visual image? How are interpersonal
relationships developed? How is the image organised? Although the range of visual
language used in these reports is limited, it is the questioning that helps elicit the
appropriate use of the visual language, which enables the viewer to explain more fully
how visual meanings are achieved (Eubanks, 1999; Luke, 2000a; Rothery and Veel,
1994; Wilson, 1999). Thus it is apparent that these kinds of questions asked by both
teachers and students need to be carefully designed to encourage the use of critical
thinking and a visual language.
There are other writings about viewing which also mention the use of visual languages.
For instance, Spence (1998) has selected a language to assist viewers’ understanding of
how illustrators selectively choose visual information for their own purposes. However,
the framework used for discussing visual texts is limited to seven features: size of
elements, colour, setting, clothing, position and angle of representation, light source and
objects. Moline (1995, p. 119) notes many choices, based upon his experience with
students, that go into the construction of an image such as page layout, reading paths,
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and size according to audience and the particular purpose being served. For Moline
(1995), reading paths are established by attending to the kind of letters, the purpose for
reading, salience, the use of vectors, the organization and relative size of visual and
written elements. Through questioning, students consider the visual layout and design of
the pages in a book; e.g., What are the small images at the top of the page? Why are
they there? Does this catch your eye? (Moline, 1995, p. 119). There may be ‘one or
more dominant reading paths that both guide our gaze and also make the presentation of
the information more accessible or effective’ (1995, p. 32). In this study, reading paths
and many other visual terms were important visual resources in the framework of visual
language as they influenced the choice of meanings available.
Middle Years studies by Harms and Lettow (1998) and Wilson (1999) explored the
design elements of visual images in magazines and posters. However, while their work
highlights the importance of design elements and the potential of magazines and posters
as texts for critical viewing, it tends to be rather superficial in terms of language used
and classroom trials.
Other writers such as Griffiths and Clynne (1998), Martin (1998) and O’Sullivan (1999)
describe the visual aspects of factual texts, but not in any systematic depth. The
Griffiths and Clynne (1998, pp. 19-23) study presented routine exercises, mostly using
only a few visual literacy terms or grammar such as a ‘bird’s eye view’ and ‘colour’
with students graphing and labelling diagrams. There seems to be little connection with
the illustrator’s meaning, purpose or message, and their interpretation of factual texts
such as diagrams is a little narrow, lacking any detailed analysis. There are few
classroom trials or case studies mentioned.
As discussed earlier, of those studies which used a language for viewing, only some
used metafunctions. According to Hallidayan systemic linguistics (Halliday, 1997, pp.
24-48), the language of any semiotic framework must function by creating ideas,
establishing and maintaining interpersonal relationships and creating coherent texts. The
language choices of any framework would be the same for the person constructing the
text and the person reading, viewing or analysing the same text. Only some writers (e.g.,
Callow, 1999), have referred to a model of language based upon the Hallidayan
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ideational, interpersonal and textual metafunctions. Most seem to only itemise their
language for viewing analysis without much thought for how it functions within a sociocultural framework.
The only reports from studies where a metafunctional approach were used, seem to be:
•

those that used the language of Kress and van Leeuwin (1996) as discussed in
the previous section to describe ideational, interpersonal and textual resources;

•

the DEETYA Focus on Viewing project (Hancock & Simpson, 1997b);

•

that of Anstey (1997) who had her language organised as discourses: the
aesthetic discourse, functional discourse, social/critical discourse and plot,
setting and characterisation;

•

that of Thwaites et al. (1994) who used five metafunctions borrowed from the
field of semiotics; and

•

that of Anstey and Bull (2000) who employed three different perspectives for
analysing illustration: Aesthetic, Functional and Social critical.

According to Anstey and Bull (2000, p. 187), the aesthetic perspective asks questions
about how feelings are created in the text and about what personal responses are
‘engendered by the illustrator’s combination of the elements in balance and layout’.
Balance and layout, they argue, are the syntax or grammar of the visual text; they
facilitate the coming together of the visual elements of the text to create meaning.
According to Anstey and Bull, the functional perspective is achieved through
questioning of ‘the illustrator’s role in reading and learning about story’. It concerns the
viewer learning about the interaction of the visual and written texts and the different
elements of visual design in the making of meaning in postmodern picture books. The
third perspective that Anstey and Bull use is ‘a social critical perspective’ where
questions are asked ‘to identify the ideologies, identities and values which are being
presented’ (2000, pp. 188 - 90). While their questioning techniques and visual elements
are very useful tools for viewing, Anstey and Bull’s (2000) perspectives do not
encapsulate how meaning is constructed ideationally, interpersonally or textually in the
Hallidayan tradition. Their perspectives are valuable aspects of the viewing process and
they exist within the theoretical pedagogy to be presented in Chapter 5.
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Many ideas and themes have emerged from the literature on studies that use a language
for viewing other than the language of Kress and van Leeuwen (1996) with or without
classroom trials. However, it would seem critical that a language for viewing be
developed and trialled in classrooms. Such trials would provide opportunities for
teachers to use such language. Most importantly, such trials are needed for teachers to
begin to develop their own metalanguage and pedagogy for teaching viewing.
The studies and writing cited above help to highlight certain pedagogical approaches to
teaching and learning viewing. They are a reminder of the importance of the social
purpose of a visual image and how that purpose relates to the manner in which it is
structured and the visual features used to construct it. The social purpose of the visual
image also relates to what metalanguage is used for analysing a text, or the lack of it, to
fully critique the meanings and messages of the visual.
The studies also show the necessity to include critical viewing approaches involving
questioning that relates the image to its social and cultural contexts. The questioning
techniques therefore need to highlight an awareness of the visual language choices that
are made as well as the social purpose of the image. Such techniques, it may be argued,
would help elicit the meaning, messages and ideologies of images.
Some studies highlight the benefits of discussion and collaborative learning groups and
the need for modelling and guided practice. These are important pedagogical
considerations for the critiquing and interrogating of visual texts to reveal their visual
features that construct power structures and that position viewers and the participants in
an image. By using postmodern approaches to visual analysis, the literature suggests
that students recognise the social and cultural constructedness of visual texts and
approach viewing more critically and with more authority. The language of viewing will
need to be organised around a Hallidayan metafunctional system. This is so that the
language will function as a visual grammar that explains how visual ideas, interpersonal
relationships and texts are constructed within social and cultural contexts.
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In the above discussion studies of other frameworks of visual language have been
reviewed, some using the language of Kress and van Leeuwen (1996) and others using a
different metalanguage. Their pedagogical implications for this study have been
outlined. In the next section studies on visual images without a language for viewing
will be examined together with their pedagogical implications.

iii. Studies on Visual Images Without a Language for Viewing – Their
Pedagogical Implications
The previous two sections were a review of previous ‘frameworks’ of visual language
and certain pedagogical implications that were drawn from them. However, in the
following studies, critical literacy approaches have been applied to the viewing of
picture books or other visual images using no apparent visual metalanguage to facilitate
the process. They tend to approach viewing from a comprehension and critical thinking
point of view. These studies examine the meanings, values and ideologies of the text
without analysing the visual structures which exist in the visual image itself; and if they
do, they only describe the elements of the picture in superficial everyday terms rather
than describing them in visual semiotic language (for example, Lapp, Flood and Fisher,
1999; Stephens and Watson, 1994; Vandergrift et al., 2000).
Marantz and Marantz (2000) and Vandergrift, Platzner, Hannigan and Dresang (2000)
are writers who focus on the cultural decisions and the critical thinking skills a viewer
has to master when coming into contact with visual images. Vandergrift
et al. (2000) provide a model for student teachers to use when they view texts, but there
is little visual grammar for them to use in their visual analysis.
Other studies appeal to literary theories such as Reader Response Theory (Reception),
Discourse Analysis, and textual gaps that are to be filled by the reader through inference
and imagination (e.g., Hancock, 1997; Stephens & Watson, 1994), while others provide
critical thinking activities for picture books (e.g., Hertzberg, 1999; Swaney, 1999).
Harms and Lettow (1998) and Storey (1995) analyse picture books using book design
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approaches. What becomes apparent in most of these studies is the absence of a visual
metalanguage that explains how meaning is constructed. Yet, as shown in the Hancock
and Simpson (1997) study, a knowledge of a visual metalanguage is necessary for the
critical viewing of texts with visual images. Otherwise it seems there is little
explanation of how meanings are constructed in visual images or how a viewer might be
positioned in some way.

iv. Summary of Pedagogical Issues Arising from Existing Frameworks
of Visual Language and Studies in Viewing
To summarise, there have been studies using frameworks that contain a metalanguage
for viewing and there have been studies without a visual metalanguage. From these
studies certain pedagogical issues have arisen regarding viewing. They are:
•

While the language of Kress and van Leeuwen (1996) has been well received
and used for the purpose of critical analysis, their framework is essentially
linguistic in that it is based upon Halliday’s systemic linguistics (1994). There
are other language systems that also provide a means of descriptive and critical
analysis of visual images. However, remaining in the sphere of linguistics
ignores the potential of other visual semiotic theories.

•

Most frameworks of viewing language are brief, limited and access only one
area of visual semiotics. They are not a comprehensive metalanguage for
viewing and analysing visual texts.

•

Teachers require a language for critical viewing and support in applying the
language to visual images for critical literacy purposes. This is a little difficult if
they have no language or only a limited framework to draw upon.

•

The language of viewing assists in the application of critical literacy to texts
with visual images.

•

There is a relative absence of a comprehensive visual metalanguage that
explains how meaning is constructed, which will assist teachers and students
during the viewing process. This absence makes it difficult to respond to and
critically evaluate the illustrator’s message and/or ideological position.

•

Teachers need to develop ways for critical literacy to be part of the analysis of
the structures and features of visual texts.
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•

Pedagogical approaches such as cooperative learning groups and questioning
techniques facilitate the application of a visual metalanguage to visual images.

•

A visual metalanguage needs to be organised functionally in order to construct
visual meanings. If the language is used functionally, viewing may be supported.

•

There is a need for models of language and teaching resources.

•

Linguistics, visual arts and semiotics are areas containing a visual metalanguage
for the analysis of visual texts.

In the light of the existing frameworks it seems vital that a more comprehensive
framework of visual language that will support the visual analysis of texts containing
visual images be developed and trialled at the classroom level. Such a framework needs
to have a wider representation of visual semiotics than is currently offered by existing
frameworks and visual studies. Using a single source of visual metalanguage narrows
the potential for meaning-making when compared to what is possible from a framework
with a wider semiotic representation that is interdisciplinary. The following section
therefore reviews the four sources of language for the framework of visual language
used in this study. The meaning-making of each source is explained and its place in the
framework is also explicated.

5. Towards a Framework of Language for Critical Viewing:
Theoretical Underpinnings
Introduction
What was critical to this study was the development of a language framework that could
be used by teachers in their classrooms when teaching critical viewing. This section is
introduced by the principles that may need to be considered when designing a language
framework for viewing. It is then followed by a review of the major theoretical
underpinnings of such a language framework.

i. Principles for Designing a Language Framework
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The principles that could be used to design a language framework for viewing can be
represented diagrammatically as follows (Figure 2, p. 66). This is followed by an
enumeration of the same principles with connections made to relevant theorists. The
principles of language design as shown in Figure 2 are as follows:
1. Visual and written texts commonly used in society are socially and
culturally constructed. They function to fulfill socio-cultural purposes
(Emmitt and Pollock, 1993 & 1997; Halliday, 1997; Hartman, 2000; Kress,
1997; O’Toole, 1992; Whipple, 1999).

1. Social and cultural construction of meaning
2. Critical literacy
3. Combination of semiotic systems:
interaction of visual and written texts
4. Four sources of visual language
5. Language metafunctions
6. Hierarchical structure
Accessible
7. Accessible
languagelanguage
A Framework For Visual Language

Figure 2: Principles of Design for a Visual Language

2. Critical literacy emerges as the purpose for using the language in terms of
the viewers’ background knowledge, the beliefs and ideologies of the
viewers and the illustrators, power structures in language and so on. The
section on Critical Literacy was replete with the writings of theorists in the
area.
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3. In our contemporary world, socio-cultural groups communicate by the
deployment of language choices in and across different modes of
representation (Cranny-Francis & Martin, 1993; Halliday, 1985 & 1986;
Iedema, 2001; Jewitt and Oyama, 2001; O’Toole, 1992). While there is
little known about how different semiotic systems such as the visual and
the written combine to create meaning, teachers and students could benefit
from an understanding of the grammar of the visual as well as the written.
This understanding may support them in deconstructing different texts and
how these interrelate (Astorga, 1999; Martin and Veel, 1998).
4. After considerable reading in the field of visual literacy, and having
attended courses on visual literacy (e.g., Kress, van Leeuwen and O’Toole,
1997) it was clear to this researcher that a language for viewing should
come from four core areas which overlap in many areas: systemic
linguistics, semiotics, visual arts and the psychology of visual perception.
Each school of thought on the language of visual images seems to hold
tenaciously to their own version of visual literacy. Each is driven by an
academic discipline, or the paradigm of their academic discourse.
5. The Hallidayan (1997) metafunctional system which is described in the
next section, has been used in recent years as a framework by researchers
such as Iedema (2001), Jewitt and Oyama (2001), Kress and van Leeuwen
(1997) and O’Toole (1994) into which they have organised visual language
features according to their functional purpose. These metafunctions could
be used to functionally organize a framework of visual language, so that the
visual grammatical resources; e.g., action verb, colour, line and centrality can be instrumental in creating ideas, setting up interpersonal relationships
with the viewer, or designing the structure of a text for social purposes.
6. The hierarchical structure of language caters for the specificity and the
realisational progression of language from the whole text level through to
the member level (Halliday, 1985 & 1994).
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7. Viewers need to have a visual language which is accessible to them to
critically view images they may experience on a daily basis. Visual images
make social and political demands upon viewers daily and they need to be
able to talk about them using a language that is easily understood. Such a
language should be understood through its ability to inform viewers when
they are being marginalized or positioned in some way (Astorga, 1999;
Cope & Kalantzis, 1993).
What follows is a review of the major theoretical underpinnings of the framework of
visual language that was developed and used in the teaching of critical viewing in this
study.

ii. Systemic Linguistics
To have a knowledge of functional linguistics is advantageous for critical viewing
because both functional linguistics and viewing are semiotic; that is, they are based
upon meaning making. They both function within a socio-cultural context. So a
knowledge of functional linguistics may help in understanding how visual texts function
and how they are constructed. Through this study, applying the grammar of functional
linguistics to visual texts, it was found that many linguistic resources had visual
equivalents, so these were included in the framework of visual language used in the
study. An explanation of Halliday’s functional linguistics is contained in Appendix A.
In everyday communication, the linguistic system used is the expression of the ‘social
semiotic’: meaning-making within a social context. It is organised according to three
interdependent functions: the ideational, the interpersonal and the textual components
which activate the semantic system to form a text (Halliday, 1986, p. 141). This level of
analysis opens up the possibility for the transference of the Hallidayan linguistic system
to other modes of communication such as the visual.
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Texts are meaningful in their social and cultural contexts. Halliday relates texts to the
context of situation, using the theoretical construction of register (the field, tenor and
mode) where, ‘the field determines (is reflected in) the selection of experiential
meanings, the tenor determines (is reflected in) the selection of interpersonal meanings,
and the mode determines (is reflected in) the selection of textual meanings’
(Halliday, 1986, p. 143; Halliday & Hasan, 1997). This is summarized in Table 3 (p. 69)
in which the text is related to the context of situation.

Halliday (1978 & 1994, pp. 106-9) describes the kind of linguistic features within each
of the functional components. For instance, Halliday’s experiential systems are
explicated as clauses representing experience through processes, participants and
circumstances. Further details are provided in Appendix A.

These linguistic concepts are relevant to this study because visual equivalents were
sought for the framework of visual language. Halliday (1994, pp. 179 - 214) explains
that some grammatical features work ‘below the clause level’. Useful linguistic
resources from the ideational metafunction were developed into visual equivalents and
used in the framework for this study. For instance ideational systems such as
participants may be found in visual texts together with qualities that function as
modifiers to describe these participants or nouns; e.g., colour, size, shape etc.
Circumstances or adverbials may also manifest themselves semiotically as visual clues
such as place, time and accompaniment. These linguistic resources are found in the
Table 3: Halliday and Hasan (1997, p. 26)
SITUATION
Feature of the context

(realised by)

TEXT
Functional component of the
semantic system

Field of discourse
(what is going on)

Experiential meanings
(transitivity, naming etc.)

Tenor of discourse
(who are taking part)

Interpersonal meanings
(mood, modality, person etc.)

Mode of discourse
(role assigned to language)

Textual meanings
(Theme, information, cohesive
relations)
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visual framework in this study. Halliday (1994) describes the nominal group and
articulates it according to the function of each constituent part [Nominal groups are the
‘what’ or ‘who’ that participate within a clause, or ‘the expansion of the noun’ (1994, p.
196)]. The constituent parts of a nominal group are the deictic (the), numerative (five),
epithet (modern), classifier (Ford), thing (motorcars) and post modifier (in the
showroom)]. Halliday’s different types of processes were seen to manifest themselves
as different kinds of verbs in visual images. The challenge for this study’s development
of a visual framework was to find out where and what the visual equivalents to these
linguistic terms are. Are there such things as visual modifiers or adjectives?
Halliday’s ‘above the clause level’ shows how clauses relate to one another and how
they interact. Halliday calls this the ‘clause complex’ (1994, p. 215). He identifies two
main structures within the clause complex: that of parataxis (where clauses are largely
independent of one another) and that of hypotaxis (where one clause depends upon
another). Visual equivalents are seen to be frame, colour, size and episode, which are
also in the framework.
Halliday (1994, p. 296) describes how units of information are organised as the ‘beside
the clause level’. This is what is seen to be Given information (‘what is already known
or predictable’) and what is seen to be New information (‘what is new or
unpredictable’). These written textual structures are seen to operate in the visual with
the left hand side of a visual image being the Given information or what is recoverable
– already known. The New information is on the right of the picture, which is the
information not mentioned before. Other textual systems Halliday uses are the patterns
of cohesion and reference (Halliday, 1985, pp. 34-37 & 1994, pp. 37-40).
The interpersonal resources of meaning relate to the systems such as mood, modality
and person. Visual equivalents relate to mood as well as modality; e.g., attitudinal
angles, social distance and colour hue (Halliday, 1986, p. 143; Halliday & Hasan,
1997). While these and other resources from Halliday’s framework of systemic
linguistics were seen to be useful and were developed into useful language for the
framework, some of Halliday’s grammatical resources are very abstract and
linguistically detailed, and did not have visual equivalents; e.g., the idea of the verb
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group (an expansion of the verb) (1994, p. 196); the elements of the mood structure
such as Mood (combination of the subject and the finite) and Residue (the remainder of
the clause) (Halliday, 1994, pp. 74 & 78); Mood Adjuncts (which add meaning to the
finite; e.g., we’ve just arrived) (1994, p. 82); and the adverbial group (which has an
adverb with other modifying elements) (1994, p. 210).
A distinguishing feature of the linguistic model used by Halliday (1994) and as
explained by Eggins (1994), is that it sets up a ‘realisational’ relationship extending all
the way from the most abstract levels of social and cultural context through to the clause
complex, to concrete words, structures, sounds and graphology. Each contextual level is
realised through the level that follows and each level is interconnected with the next.
Halliday (1994, p. xv) addresses the hierarchical structure of the sentence patterns,
speaking of ‘above’, ‘at’ and ‘below’ clause levels. This again is important for a visual
grammar as this hierarchy seems to be reflected in visual texts. For instance, O’Toole
(1994) sees the linguistic structure of sentence/clause/group/word as corresponding to a
visual hierarchy of whole text, episode, figure/object and members, which have been
utilised in the framework developed in this study.
Many writers and researchers have used Halliday’s systemics as the foundation for their
work and have explained, adapted and utilized his ideas for language purposes (Butt,
Fahey, Spinks and Yallop, 1994; Collerson, 1997 & 1994; Derewianka, 1998; Eggins,
1994; Knapp, Rolfe and Watkins, 1995; Knapp and Watkins, 1994; Painter, 1991;
Unsworth, 1998, 1999 & 2000; Walker, 1996).
However, Hallidayan functional linguistics is useful for the analysis of most forms of
texts because of the ease with which the three metafunctions operate in the construction
of meaning. While this study concentrates upon the analyses of visual texts, it is
because of Halliday’s ‘generalised semiotic function’, operating at the level of the three
metafunctions and the level of register (the organization of context - tenor, field and
mode), that certain generative connections between the visual and the written can be
made. Images and words are able to be linked together in a particular social context that
is framed by particular purposes, functions and ideologies (Andrews, 1998; CrannyFrancis & Martin, 1993).
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Hallidayan linguistics has been used by Kress and van Leeuwen (1996) and O’Toole
(1994) in unique ways for analysing visual texts. These writers have influenced the
choices made in the visual language used in this study because of the functionality of
their visual structures. In the Reading Images Summer School at Sydney University, in
which they were the major presenters, Kress and van Leeuwen (1997) explained that
they wanted to provide a grammar of images which was compatible with systemicfunctional grammar, so that comparisons could be drawn between the function and role
of the visual and verbal elements of texts. They argued that every semiotic mode has its
own ways of fulfilling the ideational, interpersonal and textual metafunctions. Kress and
van Leeweun (1996) in their well-acknowledged work Reading Images: the Grammar
of Visual Design, have used Halliday’s linguistics and its metafunctions, and have
adapted it to their particular concepts of transitivity, interpersonal resources and textual
organization for viewing purposes. Their work is perhaps the best known visual
grammar designed as a metasemiotic language for reading visual images.
To summarise the visual grammar of Kress and van Leeuwen (1996), it can be said that
in visual images ideational meanings are constructed with various resources of
transitivity. There are narrative processes (action or reaction), speech processes, mental
processes, classification processes (‘kind of’ relations), analytical processes (‘partwhole’ relations) and circumstances (locative, of means, of accompaniment). According
to Kress and van Leeuwen (1997) these concepts have parallel concepts in written
grammatical structures. For instance an analytical process might relate to an
independent clause with attributes expressed as adjectives or adjectivals. Many of these
structures are in the framework developed in this study.
For Kress and van Leeuwen (1996) the interpersonal metafunction is realised in visual
texts by the kind of gaze (look) a participant directs, or as an offer of or demand for
goods and services. For instance, a ‘front on’ gaze confronting the viewer may demand
that the viewer undertake some course of action. Then there are the attitudinal angles
(horizontal and vertical) which show power relations, social distance (a close shot
suggesting a personal or intimate relation) and expressions of feeling, certainty and
emotion (articulations in colour) (Kress & van Leeuwen, 1996, pp. 121-47 & 152-3;
Kress & van Leeuwen, 1997, pp. 17-23). The concepts of gaze, attitudinal angles and
social distance were also included in the visual framework in this study.
74

Kress and van Leeuwen (1996) understand the textual metafunction to mean the
placement in visual elements of certain information values depending upon where they
are placed in the various zones of the visual space (Kress & van Leeuwen, 1997, pp. 2730). For instance, Given/New tells the relative value and importance of the participants
depending upon placement, with Given information usually on the Left and the New
information on the Right. This may relate to the thematic emphases constructed in the
written clauses. These visual resources of the textual metafunction are also in the visual
framework (Kress & van Leeuwen, 1996, pp. 186-8, 191-217; Unsworth, 2001, pp. 2609).
As indicated above, many of Kress and van Leeuwen’s (1996) grammatical resources
for reading images were chosen for the framework in this study. However, as Jewitt and
Oyama (2001) argue, their method and language may appear to be complex and
pedantic to the outsider. Therefore the language needed to be simplified to make the
terminology more accessible for teachers and students. This was done in the light of the
Eltis report regarding the functional grammar of the English K-6 Syllabus (1995) where
most teachers, the public and the political sector preferred traditional terminology to
what had been developed by systemic linguists.
As mentioned in the Background of the Study, O’Toole (1994) used Halliday’s
functional approach to language both in the visual resources he chose, and Halliday’s
realisational hierarchy. He used his model for analysing works of art, architecture and
other visual texts. In this study his hierarchy of the whole picture, episode, figure/object
and member levels, and some of his visual language were adapted for the visual
framework (e.g., central theme, thematic progression and vectors).
Following this review of the contributions of functional linguistics to the visual
framework, the literature which provided the semiotics component is reviewed in the
next section.
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iii. Semiotics
Semiotic theory helps to explain how social and cultural meanings are produced and
therefore it should be investigated for the analysis of visual texts. Sign theory from the
field of semiotics was chosen for the visual framework because it seemed to
functionally describe visual images. To briefly explain semiotics, it may be stated that
each sign is made up of the object or the signifier (which suggests certain meanings),
and the signified (the meanings through the observer’s eyes) (Cobley & Jansz, 1997;
Fiske, 1991; Thwaites et al., 1994).
The main signs are the signal (that which naturally triggers a reaction); symptom (that
which has an automatic natural link with its meaning); icon (that which bares the image
of something); index (that which is paired with or a sample of what is signified); symbol
(that which is a conventional link with the meaning); and meronym (a part that
represents the whole) (Freadman, 1995; Scott, 1997, pp. 735-8; Sebeok, 1994, pp. 3-41
& 66). To classroom practitioners some of these terms may not be familiar. For
instance, a meronym could be a crown which stands for the whole (royalty), while a
hole in a window could be an index for someone playing cricket and breaking a
window. Cobley and Jansz (1997, pp. 10-19), Fiske (1991, p. 56 & 85) and Thwaites et
al., 1994, p. 69), believe that signs interact in a certain way, either as part of a paradigm
(or set of choices); as part of a syntagm (or in combination with other signs to create
some cultural or ideological message); or as a connotation (as part of a chain of
concepts which come to mind according to one’s beliefs); or as a denotation (socially
the most stable form of a sign).
Jewitt and Oyama (2001, pp. 134 - 6) and Thwaites et al. (1994, p. 71) believe that the
above processes happen according to social codes, or the way in which our culture
expects signs to group themselves together. When signs connect or join together they
emphasise shared social codes, while other codes fade into the background. For
example, in western culture white means purity, but in Chinese culture white means
mourning. Signs support or challenge ways in which we think in society; i. e., social
myths (e.g., A social myth could be that all police are there to help people. A social
myth that is racist may be that certain immigrants are causing a disturbance in our
society, so send them back to where they came from) (Thwaites et al., 1994, p. 71).
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Social beliefs and ideologies determine the picture’s social codes or key meanings and
their influence is always present in the text, but the reader is not always conscious of it.
As viewers analyse a text, as in this study, they uncover the complex interplay of
meanings in the signs and learn to identify the key social codes and values that are
being portrayed. They may choose to exercise a preferred reading in which readers
accept the overall content of the text, a negotiated reading in which readers question
some of the meanings and codes in the text, or choose an oppositional reading in which
readers will challenge the codes and meanings (Fiske, 1991). This has implications for
the critical viewing of visual texts in this study in which viewers may exercise similar
choices in accepting the visual message, negotiating certain visual meanings, or
challenging the visual messages.
There are semiotic resources that may be used successfully in visual analysis, but
unfortunately the complexity of the semiotic sign system as described by theorists such
as Fiske (1991), Sebeok (1994) and Thwaites et al. (1994) would be lost to most
students and teachers. However the basic signs, social codes and operating systems have
been included in the framework of visual language used in this study, because all modes
of representation create meaning and are therefore semiotic and contribute to the
semiotic functioning of visual images, by means of Halliday’s (1986) ‘generalized
semiotic function’.
While some semiotic analysts have a language for analysing texts, their language is
incomplete in many areas. These analysts lack any close alignment to the functional and
systemic structure of modern linguistics as shown to us by Michael Halliday. For
example, Quin et al. (1996) use some semiotics and visual arts in their language for
viewing, but they lack a complete language covering all areas for analysing visual
images, and only have two levels of specificity, as opposed to Halliday’s (1986) and
O’Toole’s (1994) four-level system.
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Another example is that of Nodelman (1988, pp. 125-71) who covers both the visual
weight between related visual objects, and the depiction of action, time, images, codes,
symbols and gestures. However, there is no overall pattern or framework which is
linked to a social semiotic such as in the Hallidayan framework of systemic linguistics.
What Doonan (1993), Quin et al. (1996) and others lack in terms of language structures
for describing visual and verbal texts, this study seeks to develop.
In summary, there are certain concepts from the semiotic theory of signs according to
applied semioticians such as Fiske (1991, pp. 48-76), Sebeok (1994, pp 3 - 41 & 66)
and Thwaites et al. (1994, pp. 1-16), which are included in the framework of language
that was designed for this study because they operate functionally in the critical analysis
of visual images. They are the different Peircean signs (icon, index, symbol), and
certain ideas that describe the behaviour of signs (connotation, denotation, paradigm,
syntagm and social myth). However, traditional semiotic theory, as described above,
doesn’t fully articulate the more detailed grammatical resources of Hallidayan
linguistics, which construct ideas, interpersonal relationships and cohesive texts. The
way in which Kress and van Leeuwen (1996) have used Halliday’s social semiotic and
his tripartite metafunctional framework seems to provide those additional linguistic and
semiotic resources for a more complete analysis of visual texts.
So far the ‘semiotic’ (meaning-making) of visual images has been discussed in terms of
linguistic and semiotic language. Because the semiotic of visual images also relates
to the language of visual arts, analytical terms from the visual arts are also included in
the framework of this study.

iv. Visual Arts
A review of the literature on the language of visual arts reveals certain ‘semiotic’
principles by which meaning is constructed in visual arts. These principles are
associated with such concepts as the ‘knowledge base’ viewers bring to visual images,
the ‘multi-faceted’ nature of the viewer, the use of ‘a visual language’, ‘intertextuality’
and the ‘socio-cultural’ contexts of works of art.
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From the area of visual arts certain concepts and understandings were taken for the
framework. As O’Toole’s framework (1994) is highly functional and comes partly from
the Visual Arts area, some of his major concepts were included in this study’s
framework. Like Kress and van Leeuwen, O’Toole (1994) utilises the functional
linguistics of Halliday and Hasan (1985). In The Language of Displayed Art, O’Toole
(1994) argues for a shared language for the study of Art. He has adopted three
metafunctions which are commensurate with the Hallidayan metafunctions.
O’Toole’s model (1994, p. 24) tabulates the functions and systems of paintings under
the Representational, Modal and Compositional using four levels of specialisation –
those of the whole work, episode, figure and member.
O’Toole’s (1994) work has been a useful model for the critical viewing of works of art,
sculpture and architecture and could be adapted in such a way that it is applicable to the
visual texts used in school contexts. For instance, O’Toole (1994) successfully utilises
viewing grammatical terminology such as rhythm, gaze, frame, light and perspective to
set up a relationship between the ‘participants’ in and outside of the painting. He uses
character, act, stance, gesture, clothing and object as aspects of representing a figure in a
painting. Some of these grammatical terms have been borrowed for the framework of
visual language used in this study. However, his work lacks some of the functional
grammar that Kress and van Leeuwen borrowed from Halliday’s linguistics.
Most researchers working in the field of visual arts, such as Frei (1999), Goodman
(1996) and Koroscik (1996) argue that viewers all bring a knowledge base to a visual
text, upon which they predict and infer meanings. Berger (1975), Doonan (1993),
Koroscik (1996) and Walker (1996) argue that viewers try out this prior knowledge
about art by transferring it from one learning context to another. In this way, viewers
adjust their own assumptions about beauty, status, taste, civilisation and so on.
Conversely, theorists such as Duncum (1999), Frei (1999) and Greene (1995, cited in
Frei, 1999, p. 391) argue that viewers are free to ignore their prior knowledge and use
certain functional stances such as the aesthetic where images are appreciated for their
aesthetic qualities.
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Duncum (1997), Giroux (1994, cited in Duncum, 1998, pp. 12) and Frei (1999) believe
that viewers of art works are really the intersection of multiple identities. Some of these
identities may be contradictory, so much so that Duncum (1997) maintains that viewers
may find themselves pulled in different ways across the varying ideological struggles.
Consequently, viewers may be marginalized, or the victims of domination in an art
work because they can be denied a sense of social belonging.
Some writers and researchers in the visual arts enrich their critical analysis by using a
language to describe the individual constituents that are involved in constructing
meaning. For instance, Frei (1999), Goodman (1976, cited in Frei, 1999, p. 386) and
others, whilst they mention the necessity to treat the whole text in visual arts, they also
treat the different functional elements of the whole text. For instance, they attend to the
different arrangements of line, colour, genre, transparency, light, shapes, light and dark,
scale, rhythms, content, spatial relations and media (Frei, 1999, p. 390; Goodman 1976,
cited in Frei, 1999, p. 386). Others such as Wolcott (1996, p. 77) believe that
background information should be included about the works of the artist, his period and
the techniques used. Walker (1996, pp. 80 - 3) appreciates such things as colour,
content, composition, stylistic elements, and story construction from an aesthetic stance.
His art criticism includes thematic unity, oppositions, descriptions and cultural
transference which helps to derive meaning from the texts of different cultures, thus
setting up a web of intertextuality. For Duncum (1997, p. 76) descriptive details such as
these allow students to construct Visual Codes such as facial expression, gestures and
costume. Other codes are the Technical Codes such as focus, framing, editing, etc.
Students may discuss how these codes work together to create meaning for the whole
text.
Most writers in Visual Arts, such as Berger (1975) and Frei (1999), make a special
study of the cultural influences and impacts upon works of art. These studies show the
difference between the artist’s own socio-cultural context and the socio-cultural context
of the viewer. One cultural context cannot match the other. These writers also argue that
the age of reproductions is related to the social context of the ‘here and now’ and is no
longer connected to the feeling of authenticity created by the great masters. The
reproductions no longer carry the power they once had as original pieces.
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According to Duncum (1997), postmodern theorists believe in an inclusive approach to
culture where the most ‘common’ and everyday textual items are worthy of study. Art
educators such as Bracely and Taylor (1988, cited in Duncum, 1997, p. 70) argue that
the study of everyday texts does not happen in art education today. Using the ideas of
Bracely and Taylor (1988), Duncum (1997, p. 70) concluded that Art education today
needs a paradigmatic shift from the study of traditional works of fine art to
acknowledging the hegemony of mass media in which all visual images are worthy of
study, while the products of high culture institutions are to be interrogated for possible
social and cultural marginalisation. Art education also involves the viewers confronting
and reflecting on their own ideas and feelings. For Wolcott (1996), viewers need to
reflect upon their own attitudes towards the world as well as the attitudes of others. This
process involves the aesthetic analysis of the artwork with some background knowledge
of art history, art theory, culture, and politics, as well as viewers confronting and
reflecting upon their own ideas and feelings. To allow this to happen, Art education
needs to become more inclusive rather than be confined to the study of selective groups
of artworks.
The above literature on Art criticism helps to establish the artistic and semiotic value of
the critical analysis of visual texts. More importantly, this literature serves to add a
dimension to the framework used in this study, which necessitates a recognition of the
values and beliefs that the viewer brings to the text, a way of seeing the inclusive social
and cultural context of the picture, the effect of other related texts, the need for
background knowledge about the illustrator and author, and the need for a metalanguage
for analysing the visual elements of a text, some of which are language terms taken
from the visual arts. Having considered these critical thinking issues in the visual arts,
what follows is an explanation of the sources of visual language in the psychology of
perception.

v. The Psychology of Perception
Quite a few researchers and writers within visual arts use language borrowed from
Psychology to do with the theory of perception. They use concepts such as contours,
graphic distortion, foreground, background, below eye-level and other terms (Duncum,
1997; Eubanks, 1999; Fiske, 1991; Kennedy, 1995 Wolcott, 1996). What will follow
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will be a brief description of the visual terms borrowed from the field of perception that
were included in the framework of visual language used in this study.
From his work in perception Kennedy (1995, pp. 188-207) noted that viewers perceive
pictures through various forms such as contours, abrupt borders or gradual transitions,
foreground effect set against a background (figure-ground), dark areas as shadows and
bright areas as strongly illuminated.
Pictures use a set of cues to produce patterns by interposition, aerial perspective,
shading, lighting and elevation. Interposition occurs as T-junctions highlighting the rear
surface that appears to go behind the rear surface forming a subjective contour. An Xjunction happens when one surface crosses over another and hides it. Aerial perspective
(particles suspended in the medium) or clearness is a useful guide to depth in a picture.
Shading and lighting may involve cast and attached shadows and directional
illumination. Particles can produce beams of light; e.g., from a window or from a street
lamp into falling snow or rain (Kennedy, 1995, p. 199).
Using the ideas of Sedgwick (1973), Kennedy (1995, p. 202) explains that the elevation
of an object provides useful information about its depth, size and relation to the horizon.
Any object below the horizon from the viewer's vantage point is less than the height of
the viewer. Any object that reaches the horizon is the same height as the viewer. If the
object projects 10% above the horizon its height will be 10% more than the eye height
of the viewer. Objects with most of their mass above the horizon can be shown to be
vast in size if the viewer looks up at a slight angle.
Perspective Geometry can be used in many ways. The geometry of perspective includes
polar perspective, parallel perspective and foreshortening. Vision finds that
quadrilaterals from a polar perspective (15°and 36° subtended angles) should be
foreshortened to 65-70% of the length of the sides of the ‘frontal’ (looking front on)
square. In parallel perspective, the quadrilaterals are foreshortened the same way.
Kennedy also includes a critical element in his perceptual analysis through the
construction of Rhetoric (the power to persuade or entice). A picture can involve a
particular purpose, and project a certain trope or message (Kennedy, 1995, pp. 202-7).
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Perspective then operates in establishing some kind of relationship with the viewers and
entices them to some kind of action or to empathise with a certain social myth.
The visual language of perception cited above was scrutinized for its functionality in the
critical analysis of visual texts and certain terms were included in the framework.
They include ‘perceptual: shadow, contour and outline; interposition ‘T’ ‘X’; aerial
perspective: particles + light; size according to horizon; perspective: polar, parallel,
frontal and foreshortening’; as well as ‘contours, outlines, foreground, background,
light, shade, perspective and illusion of surface’ (Kennedy, 1995, pp. 199-207).

Conclusion – a Framework of Visual Language for Critical Viewing
What follows is a summary of what visual language was useful for critical viewing and
what was not. It shows examples of the language terms selected from each field of
visual language and explains why others were not useful as a visual language for
viewing. It also explains what terminology had to be developed and amended for the
framework so that teachers and students would find the terms accessible.
A knowledge of Halliday’s (1994) linguistic concepts was beneficial to this study
because visual equivalents were found. Linguistic terms were found in his ideational,
interpersonal and textual metafunctions that could be applied to visual texts. These
concepts were reconfigured into accessible language that could be used by teachers and
students. For example, ideational concepts such as nominal groups were seen to operate
as noun groups in visual texts and circumstances were adverbials telling where, how,
when, and who/what within visual texts. Different types of processes were seen as the
different kinds of verbs in visual texts. However, there were grammatical terms that
were too abstract, linguistically detailed and technical or did not have any visual
equivalent. These were not used in the study’s framework. Examples include the idea of
the verb group or the elements of the mood structure such as Mood and Residue and the
kinds of mental processes – perception, affection and cognition (Halliday, 1994, pp. 78
&118). Despite the complexity of some of Halliday’s grammar, what is advantageous to
visual analysis is that his linguistic resources can be used to link visual and written texts
within their socio-cultural contexts and thereby construct their particular social
purposes, meanings and ideologies.
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Kress and van Leeweun (1996) have used Halliday’s linguistics and have influenced the
choices made in the visual language used in this study because of the functionality
of their visual structures. Many of their ideational, interpersonal and textual resources
were selected, adapted and developed for this framework. The nature of their language
choices is explained earlier in this section. However, as Jewitt and Oyama (2001) have
argued, many of Kress and van Leeuwen’s (1996) grammatical resources appear
complex and pedantic. Therefore the language from Kress and van Leeuwen for this
study was simplified and made more accessible for teachers and students. For instance,
‘narrative processes’ were seen as the visual form of an action verb, while ‘speech
processes’ were seen to be saying verbs, and ‘analytical processes’ were seen as relating
verbs showing part-whole relations. Many of Kress and van Leeuwen’s lingustic
resources (1996) were not used because of their level of abstraction and technicality that
would make the analysis of visual texts an intensely analytical task for students. For
instance, ‘unidirectional transactional actions’, ‘conjoined and compound exhaustive
structures’ and ‘conceptual representations’ would lose many students and their teachers
and consequently the whole purpose of critical viewing would be undermined.
The literature on semiotics provides a set of resources and processes to investigate how
social and cultural meanings are constructed. Certain aspects of sign theory from the
field of semiotics were chosen because they describe how visual images create meaning.
The signs chosen were the signal, symptom, icon, index, symbol, and meronym; and
ways in which they interact as paradigm, syntagm, connotation, denotation, social myth
or social code. Semiotic theory would be too complex for students and teachers and the
language it offers does not provide a detailed functional system as do other systems
such as Halliday’s (1994) functional linguistics and Kress and van Leeuwen’s (1996)
framework for reading images. However the basic signs, social codes and operating
systems have been included in the visual framework because they describe how visual
meanings are constructed. Of the resources from semiotics, only those which were
visually functional from recognised theorists such as Thwaites et al. (1994),
Fiske (1991) and Sebeok (1994) were included, whereas the work of others such as
Doonan (1993) and Quin et al. (1996) were seen to lack structure and a theoretical basis.
O’Toole’s (1994) work in Visual Arts and his framework were highly functional and his
major concepts have been adapted for this study’s framework. The semiotic basis for his
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model has been trialled in the critical viewing of art, sculpture and architecture and can
be adapted for the study of visual texts used in school contexts. Resources from his
framework which are useful for viewing are rhythm, gaze, frame, light and perspective
in setting up a relationship between the ‘participants’ in and outside of the painting,
while terms such as central theme, thematic progression and vectors are terms for
constructing meaning. Terms such as character, act, stance, gesture, clothing and object
are subsumed by other concepts in the framework such as nouns and body language.
Other writers in visual arts also contributed language such as arrangements in line,
colour, genre, light, shapes, light and dark, scale, rhythms, content, spatial relations
(Goodman, 1976, cited in Frei, 1999, p. 386; Walker, 1996; Frei, 1999, p. 390).
However, the work of Visual Arts theorists tends to be heavily weighted towards Visual
Arts and lacks some of the functional grammar that Kress and van Leeuwen borrowed
from Halliday’s linguistics. Only those aspects that were useful for deconstructing
visual texts were included here. Many of the terms tended to be from the textual
metafunction because the language offered by the writers leaned towards the
construction and appreciation of works of art, or ‘the text’ and how it was constructed.
The terminology that focuses on Art appreciation was kept to a minimum to prevent the
framework exclusively focusing on the appreciation of the aesthetic qualities of art.
From the literature in Visual Arts, pertinent critical thinking issues arose in this section:
the importance of studying everyday texts and how they position viewers; interrogating
the texts of the elite class for power structures; the intertextual content of art works; the
‘multi-faceted’ nature of the viewer; and the ‘knowledge base’ viewers bring to visual
images, to name a few. The main thing that theorists from Visual Arts Education have
recognised is the need to use their visual arts metalanguage to talk about and respond to
visual images, and to illuminate issues such as social equity and inclusivity.
Quite a few researchers and writers within visual arts, such as Duncum (1997), Eubanks
(1999), Fiske (1991), Kennedy (1995), Sedgwick (1973) and Wolcott (1996) use the
language of perception from the field of psychology. How viewers understand images
depends upon their abilities in perception. The concepts for the visual framework that
are functional in constructing meaning included shadow, contour, outline, size
according to horizon, foreground, background, proportion and other terms such as
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interposition, aerial perspective, shading, lighting, elevation, polar perspective, parallel
perspective, frontal perspective and foreshortening. Those terms that are rather technical
and which belong to cognitive theory were not chosen (e.g., Gestalt theory).
Having explicated what terminology was selected for the framework of visual language,
the hierarchical structure of the metalanguage needs to be stated. The ‘realisational’
relationship as devised by Halliday (1994, pp. 369-91), from the social and cultural
context through to the clause complex to concrete words, structures, sounds and
graphology was used to inform O’Toole’s (1994) visual hierarchy. This system proved
to be very useful in the analysis of classical art works using O’Toole’s visual language;
that is, the whole text, episode, figure/object and member. Both the visual and verbal
hierarchical structures referred to above have been included in the design of the visual
framework in this study.
This review of the theoretical underpinnings of a framework of visual language for
critical viewing has shown that the framework used in this study is embedded in
language from the academic schools of systemic linguistics, visual arts, semiotics and
visual perception. Diagrammatically, the framework of visual language has been
designed in the following way (Figure 3, p. 83). The actual framework is shown in
Table 1 (pp. 10 – 12) in the previous chapter.

A framework for critically viewing
texts containing visual Images
Language from
functional linguistics

Language from
visual arts

Language from
psychology
(perception)
Language from
semiotics

Figure 3: A Framework for Critically Viewing Texts Containing Visual Images
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6. Staff Development for Teachers that Supports the
Development of a Pedagogy for Critical Viewing
Having reviewed the literature covering various areas in critical viewing, it is
appropriate to review literature covering staff development in relation to teaching
critical viewing. In this study the teachers needed staff development that would assist
them in the development of a pedagogy for critical viewing. Therefore, the remainder of
this review focuses on basic staff development principles that appear in the literature.
These principles are:
1. the need for staff development;
2. collaborative approaches;
3. ownership and responsibility;
4. professional dialogue at all levels;
5. the presentation of knowledge and skills;
6. staff development through active learning;
7. staff development and pedagogy;
8. the on-going nature of staff development;
9. the need for resources; and
10. reflection and assessment.

i. The Need for Staff Development
As discussed earlier in this review, there has been an increasing emphasis upon visual
meanings, which has changed the way educators perceive the reading process. This in
turn has changed the curriculum. However, as Sarason (1990) argues, such changes do
not occur without serious attention to teacher professional development. According to
Hargreaves (1994, p. 260) change through staff development involves hearing and
bringing together the ‘disparate voices of teachers and other educational partners’,
respecting teachers’ professionalism, and trusting them in their decision making for the
common purpose of change.
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In the context of this study, staff development involved giving attention to the teachers’
common purpose in implementing a visual language for viewing the texts they
themselves chose. Staff development also involved bringing together and hearing their
various opinions in order to support them in setting up alternative learning
environments for critical viewing. According to Callow (1999), Hancock & Simpson
(1997a), Kress and van Leeuwen (1997), The New London Group (1996) and Unsworth
(2001), such alternative learning environments necessitate professional development in
a semiotic metalanguage for critical viewing. This professional development needs to
include specialised grammatical terminology that helps analyse visual images, as well
as professional development in how to teach and use such a metalanguage for critical
viewing.

ii. Collaborative Approaches
For Reason (1998, pp. 267), the validity of qualitative research rests on a ‘collaborative
encounter with experience’. In this vein, many writers on staff development argue for
the benefits of collaborative approaches with teachers. Among these writers are
Cambourne (1997), Comber (1993), Hargreaves (1994), Hargreaves and Hopkins
(1991), Lewis (2002), “American Institutes for Research”, cited in Lewis (2002, p.
488), March and Peters (2002), NSW Department of Education and Training (1998a),
Reason (1998) and Rudnesky (2003). These writers argue that collaborative ownership
and interaction in the staff development process benefits the participating teachers in the
following ways:
•

It strengthens the resolve of teachers, boosts self-confidence as they provide one
another with support and encouragement and permits vulnerabilities of teachers
to be shared and aired.

•

It eliminates duplication as activities are coordinated and responsibilities are
shared.

•

Collaboration encourages a greater diversity of teaching strategies and efficiency
among teachers because collaborative dialogue and action between classrooms
and schools encourages teachers to learn from each other and provide each other
with feedback.

•

It encourages and strengthens teacher reflection on their own practice.
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•

A coordinated approach to the planning of curriculum, assessment, teaching,
finance and resources gives the achievements and innovations of teachers wider
recognition.

•

The impact of collaboration will be seen in the quality of teaching and learning
in classrooms.

In their study of viewing, Hancock and Simpson (1997a) explain that when teachers
collaborate in the planning and teaching, there are benefits in the sharing of everybody’s
expertise. In this study, the participants indicated their willingness, indeed their plea, for
training in the use of a language for viewing and in how to analyse visual images as
well as design viewing activities. It was collaborative in many of the respects outlined
in the writings of the above theorists. For instance, teachers supported and encouraged
one another during the staff development, discussed their vulnerabilities and eliminated
duplication through the sharing of activities and resources. The project coordinator
centrally managed finances and resources. Even more beneficial was the collaborative
viewing of texts using the language of viewing during the staff development. The
sharing sessions provided opportunities to critically reflect with colleagues in and
between schools.

iii. Ownership and Responsibility
An issue that confronts many staff development studies in language is one of
ownership. If teachers have a degree of ownership in the staff development process and
in developing the knowledge they require, they are more likely to achieve their goals
(Bennett 2003; Lewis 2002; Reason 1998). Ownership is best facilitated when teachers
are encouraged to participate in the decisions made and in the collaborative construction
of knowledge. In this way, schools become communities of teachers who own their staff
development and are responsible for adjusting their schedules to spend high-quality
learning time together (Lewis, 2002; NSW Department of Education and Training,
1998a; Reason, 1998).
The teachers in this study exercised a degree of ownership over the language they chose
to teach and the way they planned to teach it. This is because the staff development in
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the study provided opportunities for the collaborative development of knowledge about
the language of viewing and about how to begin to teach it in the classroom.

iv. Professional Dialogue at all Levels
Staff development involves professional dialogue among teams of teachers who are able
to share knowledge, coordinate planning and work through issues that are related to the
context of their learning communities. This dialogue will mean the collaborative
involvement of stakeholders at all levels (Bennett, 2003; “Deakin University, Faculty of
Education”, 2000; “Department of Education and Training”, 2001b; Hargreaves &
Hopkins, 1991; Low, 1998a & 1998b; Meiers, Stephanou, Body, Darkin & Anderson,
2000). According to Fullan and Stiegelbauer (1991, pp. 220-21) this collaboration
demands working relationships between ‘change leaders’; i.e., principals, department
heads, district office administrators and other district consultants, with the intent of
providing the best value in professional development resources.
This study has involved ‘change leaders’ from the District Coordinator of Curriculum
Training and Development, the Middle Years Literacy Consultant, School Principals,
Head Teacher English, Executive Teacher Primary and the participants such as the
Classroom Teachers and parents or guardians who gave permission and who were
provided with information regarding the project.

v. The Presentation of Knowledge and Skills
Staff development must involve the presentation of knowledge and skills and provide
opportunities for the participants to develop these. The presentation of knowledge
should not follow the lines of traditional classes where teachers sit and take in large
amounts of information with little application. The presentation should be active and
provide experiences and opportunities for staff to construct new knowledge that they
require and experience its application in real life contexts (“American Institutes for
Research”, cited in Lewis, 2002, pp. 488-9).
However, in staff development for viewing, there is still the need to provide teachers
with specific knowledge with which they should interact and reconstruct as their own;
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i.e., a semiotic metalanguage. But the teachers also need to experience how to use such
a metalanguage for critical viewing (Hancock & Simpson, 1997a; Kress & van
Leeuwen, 1997; Smith, 1997; Unsworth, 2001). To provide this experience, staff
development presentations need to allow for professional dialogue among teams of
teachers who are able to share each other’s knowledge, and talk about how they may
relate what they have learnt to their own learning contexts (See “Deakin University,
Faculty of Education”, 2000; “Department of Education and Training”, 2001b; Low,
1998a & 1998b; Meiers, Stephanou, Body, Darkin & Anderson, 2000).
In presenting any new knowledge in whatever form, a warning can be taken from the
study by Hancock and Simpson (1997a, pp. 21-31) in which the teachers and
researchers found that the ‘mini course’ was limited. Teachers in their study needed
more training in viewing and the language of viewing than is offered by a presentation
or a course. As Hancock and Simpson (1997a) found, without further support teachers
are unlikely to persevere, especially in the contexts of the routines and sometimes
frustrations of normal classroom contexts.

vi. Staff Development Through Active Learning
Similar to theorists cited in the ‘Collaborative Approaches’ section, ‘The American
Institutes for Research’ (Lewis, 2002, p. 488-489) see active learning happening
through the collective participation of teachers where course content is combined with
how to teach. The teachers observe experts in action and are observed themselves.
They plan classroom implementations together, review student work and share their
progress. Teachers are given the opportunity to write about their work and see the
coherence of their professional development in supporting other areas of learning.
These features of active learning describe much of what the staff development aimed to
achieve in this study. For instance, through sustained support in their classrooms and
team teaching, the teachers learnt how to apply content knowledge and had the
opportunity to observe the consultant teach in the role of the ‘expert’. Where
appropriate he was also able to provide feedback and suggestions to the participating
teachers during their teaching.
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vii. Staff Development and Pedagogy
As this study concerns the implementation of a visual framework in Years 5-8
classrooms, the teachers need to have a pedagogy. Smith and Lowrie (2002, p. 6) see
pedagogy as, ‘appropriate ways of teaching and giving assistance to children and young
people’. They therefore argue that pedagogy also includes the teachers’ relationships
with children. The “NSW Department of Education and Training Professional Support
and Curriculum Directorate” (2003, p. 4) encapsulates all of the above by defining
pedagogy as ‘the art and science of teaching’. They further state that:
Pedagogy focuses attention on the processes through which knowledge is
constructed, produced and critiqued. Crucially the term pedagogy recognizes
that how one teaches is inseparable from what one teaches, from what and
how one assesses and from how one learns (2003, p. 4).

Through its Quality Teaching Program, The NSW Department of Education and
Training aims to improve student learning outcomes in three dimensions of pedagogy:
intellectual quality, quality learning environment and the significance of the students’
work. In 2004, teachers were encouraged to code their teaching practice in terms of
these dimensions of pedagogy in order to reflect on ways they could improve their
teaching. Similarly “Education Queensland” (2002), in their Queensland School Reform
Longitudinal Study, came up with four ‘productive pedagogies’ that were evident in
exemplary classrooms.
The pedagogical implications of this study have been discussed earlier in this review. It
is sufficient to state that staff development in this study needed to address ways of
teaching and supporting student learners, not only the ‘what’ is to be taught (a visual
language) but also the ‘how’ it is to be taught (how to use visual language for critical
viewing and the strategies to use). The pedagogical issues raised during the staff
development and classroom support were general in the sense of the pedagogies as
suggested by Unsworth (2001, p. 263) such as modelled, guided, collaborative and
independent practice, and Anstey and Bull (2000) such as the use of multiple versions
of the same text. These pedagogical strategies can be used in any language context and

92

for any visual text. Like their pedagogical strategies, the strategies in this study were
generalised but adapted to the requirements of teaching a visual metalanguage for
viewing. For instance, the need to model the use of visual metalanguage in critical
analysis is a pedagogy that is so necessary for teaching viewing. Overall, the pedagogy
used in this study facilitated the construction of knowledge about the viewing process
and visual metalanguage as well as the strategies used to teach this knowledge.

viii. The On-going Nature of Staff Development
Staff development is minimal when there is a one-off course or presentation. Staff
development needs to be ongoing. Teachers need in-class support and it must be
continuous.
Hargreaves (1994) addresses the need to restructure schools through continuous
improvement. Change is not a task to be completed but an unending process of
continuous improvement. Ongoing quality professional development and support in
literacy education needs to be provided for by the sustained teaching of a full range of
reading and writing skills. Professional dialogue among teachers and the sharing of
knowledge has to continue through support from change agents such as consultants and
leading teachers. Change must be part of an overall district plan where assistance and
follow-up in the classroom create the educational change (“Deakin University, Faculty
of Education”, 2000; Fullan & Stiegelbauer, 1991; Low, 1998a; Meiers, Stephanou,
Body, Darkin & Anderson, 2000). In the context of this study, such educational change
means exploring the much needed viewing component of reading as an integral part of
an overall district literacy plan. While the teachers needed to negotiate new knowledge
in viewing, the support they received needed to be on-going in the classroom.

ix. The Need for Resources
If teachers are going to play an active role in their development, resources must be
available to support that development. In a study by Smith (1997), resources such as
multiple copies of the books to be studied were provided to the teachers by Smith so
that he could present each new stage of the unit on the intertextuality of visual images;
i.e., the study of how other visual texts are represented in the image being viewed. This
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is not to say that teachers couldn’t have provided the necessary resources, but as was
found in this study, teachers appreciated the purchase of sets of picture books through
external sources of funding. This meant that the books were readily available for all
concerned to commence their viewing lessons.
Resources for staff development can mean human expertise such as consultants and
facilitators, as well as any material that supports teachers in their development of a
metalanguage for viewing (Fullan & Stiegelbauer 1991). For example, Unsworth (1997,
p. 22) describes a project where two teachers were introduced to literature on reading
images including Kress and van Leeuwen’s (1996) book Reading Images. The
researcher compiled and provided the teachers with a slim guide book to supplement the
‘teaching about texts’ section of the syllabus documents. The teachers explored the use
of the concepts of ‘offer’ and ‘demand’ for interpreting picture story books. In this
study the researcher responded to the resource needs of teachers in a similar way using a
booklet that explained the language of viewing, response texts, examples of visual
analyses, etc.

x. Reflection and Assessment
A necessary component of staff development is assessment where teachers reflect upon
and assess what they have gained and how it was and is to be used in the classroom.
From the work of writers on staff development such as Hargreaves (1994), Lewis
(2002) and Reason (1998) it can be seen that when groups of teachers collaborate and
take an active role in their own professional development, they value time to share
achievements, discuss difficulties and develop new knowledge. As mutual feedback and
encouragement are exchanged between teachers, they begin to reflect upon their own
practice and assess where they are at in terms of their own professional growth.

xi. Staff Development - Summary of Principles Relating to this Study
Many of the principles from the literature were useful in the staff development
undertaken during this study. In summary, the principles are:
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1. Changes in curriculum and pedagogy will not come about without the
process of staff development; such a process involves ownership by the
teachers involved.
2. Ownership necessitates a degree of responsibility.
3. Ownership and responsibility are encouraged and supported through
collaboration.
4. Collaboration needs to happen at all levels of leadership and between all
stakeholders.
5. Knowledge needs to be presented to participants in such a way that
allows them to construct and experience it for themselves.
6. Staff development means active learning for those involved where
images are viewed and analysed collaboratively and the language for
viewing is understood.
7. Staff development is predominantly about the teacher’s individual
pedagogy.
8. Staff development needs to be ongoing and continuous with in-class
support and the researcher here, being prepared to demonstrate and team
teach critical viewing using the visual language of viewing.
9. Staff development requires appropriate resources to meet participants’
needs such as funding to release them from classes and multiple copies
of the texts to be used in their units.
10. Staff development requires an assessment component whereby teachers
reflect upon their learning and their teaching.

Conclusion
This chapter explains the theoretical contributions of the literature review to this study.
These contributions relate to the study in the following ways:
1. Certain principles assist the development of critical viewing in the middle years
as teachers and students grappled with using a language for the critical viewing
of visual images.
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2. There have been certain fundamental changes in the theorising of literacy
moving towards a more expanded view of literacy and the notion of literacy as
social practice.
3. In this study critical literacy relates to the viewing of picture books revealing
language power structures, the role of background knowledge and the possibility
of social change. Picture books are seen as quite sophisticated forms of
meaning-making operating at multi-levels and teachers and students need to
know about critical literacy approaches and have a metalanguage to assist them.
4. Teachers and students need certain knowledge and skills that are necessary for
critical viewing. Critical literacy approaches and a visual metalanguage are vital
knowledge and skills for critical viewing. This has pedagogical implications for
the teaching of viewing.
5. The nature of existing frameworks has shown that there is a need for a
comprehensive framework of visual language that will support the visual
analysis of texts containing visual images. Such a framework needs to have a
wider representation of visual semiotics than is currently offered by existing
frameworks and visual studies. However, existing frameworks of visual
language have pedagogical implications for teaching critical viewing.
6. The framework of visual language has theoretical underpinnings in systemic
linguistics, visual arts, semiotics and visual perception that enable language
choices to be made for critical viewing. The terms were selected from each field
depending on their usefulness as a visual metalanguage.
7. Certain principles from the literature on staff development describe the kind of
staff development that supports the teachers during the implementation of a
study such as this. These principles relate to such issues as collaborative
approaches, professional dialogue, active learning, pedagogy, the on-going
nature of staff development, resources and reflection.
In the following chapter the methodology of five distinct research phases is explained.
These are: the provision of a framework of visual grammar; the training and
development of teachers in using the visual language for viewing; the implementation
of the study; the data analysis; and the construction of a grounded theory of ‘a pedagogy
for critical viewing’.
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CHAPTER 3

METHODOLOGY

Introduction
The conclusion to Chapter 2 closely relates the findings of the Literature Review to this
study in the following areas:
•

guiding principles for the teaching of critical viewing in the middle years;

•

changes in the theorizing of literacy to a more expanded view to include visual
images and viewing;

•

critical literacy and how this relates to literacy, visual images and the viewing of
picture books;

•

certain knowledge and skills that teachers and viewers need for viewing;

•

existing frameworks of visual language and their pedagogical implications for
viewing;

•

the need for a more comprehensive framework of visual language;

•

the resources that may be accessed to construct such a framework; and

•

staff development principles for teachers in the teaching of critical viewing.

The findings of the Literature Review closely relate to the purpose of the study which is
to develop a grounded theory of pedagogy for the critical viewing of visual texts. In
order to do this the study aims:
•

to develop a framework of visual language for critical viewing;

•

to investigate the implementation of the framework of visual language for
critical viewing in three Year 5-8 classrooms; and

•

to construct from this investigation ‘a pedagogy for critical viewing’ that has
been grounded in the viewing practices of Year 5-8 classrooms.
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The research questions were a support to the study in as much as they guided the
development of the emerging concepts, categories and theory construction. However
they did not, as Patton (1990) warns against, determine methodological decisions and
routine ways of thinking that cannot be altered. This would result in methodological
inflexibility and unconscious patterns of perceiving the data. The questions therefore
gave this study its initial direction and underwent certain refinements as
conceptualisations and theory emerged from the data. The research questions that
provided structure for this study were:
1. What kind of framework of visual language will serve as a starting point
for teachers and students as they view texts containing visual images?
2. How might the teachers be introduced to the language of the framework?
3. What will happen when the teachers and students analyse visual texts
using the language of the framework?
a. What language for viewing will be used during teacher-student
interactions?
a. How will the use of the framework language affect the students’
written responses to texts containing visuals?
b. What teaching-learning strategies will the teachers use?
c. What factors will contribute to the critical viewing of texts
containing visuals?
d. What will the teachers and students say about using the language
of the framework?
e. What inhibitors will there be to guiding the students towards
critical viewing?
4. Hence, what pedagogy for the teaching of critical viewing will emerge
from the students’ and teachers’ practices in viewing?
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Type of Research - Qualitative
For this study, qualitative research was chosen rather than quantitative research for
several reasons.
Firstly, scientific and experimental procedures do not apply to this type of research and
qualitative approaches were more appropriate. One such approach advocated by Lincoln
and Guba (1985, p. 40) is the use of the human instrument to cope with the large pools
of data and the comprehensive data analysis such as that detailed in the Data Analysis
section below. As Lincoln and Guba (1985, pp. 39 & 175) explain, the human
resourcefulness and ingenuity of the researcher and the participants are better able to
cope with ‘indeterminate situations’ and ‘multi factors at multi levels simultaneously
within the learning context’. Guba and Lincoln (1989) and Huber (1995) reinforce these
views concerning the human instrument in research.
Secondly, qualitative research methodologies have a degree of generalizability and
reproducibility. Quantitative researchers seem to boast of greater degrees of
reproducibility and generalizability than for research carried out within social and
qualitative paradigms. However, this is hardly the case as no research can discount the
influences of social contexts and personal ideologies on what happens in the research
process. In any study, as Strauss and Corbin (1990) argue, there will always be
extraneous variables that enter the research which are beyond the researcher’s control,
making absolute generalizability and exact reproducibility impossible. For example, a
lesson may be cancelled because of legitimate alterations to school routine, or students
may be absent from school. However, if a prospective researcher wished to replicate a
study similar to this, they would merely need to consider their socio-cultural contexts,
and set up similar theoretical perspectives and strategies for gathering data. In this way,
qualitative researchers can boast a degree of reproducibility and generalizability beyond
the boundaries of statistical analyses (Kellehear, 1993). According to Strauss and
Corbin (1990), the power behind a qualitative study such as this is that commensurate
findings could emerge if the conditions and language for viewing are similar.
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Thirdly, the authenticity of qualitative methodology lies in the demand for long-term
on-site immersion in the field for the collection of data (Glesne & Peskin, 1992). This
study was long-term as well as labour intensive, requiring the researcher to return
repeatedly to the field to collect data until a logical point for termination was reached,
because as McMillan and Schumacher (1984) argue, further data collection becomes
pointless and quite irrelevant to the study.
With qualitative methodologies, understanding does not come through the ‘exact’
measurements of scientific researchers but rather through long-term immersion in the
field enabling participants - the researcher and the participating teachers - to understand
and interpret their observations. For this study, long-term immersion in the field
provided the opportunity to understand how viewers construct commonsense meanings
and social practices, as they interacted with their texts (see Atkinson & Hammersley,
1998; Bogdon & Biklen,1992; Kellehear, 1993).
There are several aspects of qualitative research pertaining specifically to this study.
Figure 4 (p. 98) shows an overview of the theoretical concepts underlying the
qualitative methodology of this study while the remainder of the chapter explains them.
In the first section, the constructivist paradigm is introduced as the mode of enquiry for
investigating the interactions of the students and teachers and their construction of
meaning.

1. Mode of Inquiry – the Constructivist Paradigm
According to constructivism, humans do not find knowledge, they construct it.
Knowledge is not ‘discovered’ as modernists may say. Constructivists believe that
everyday knowledge, ideas and language are created by people, not because these are
true, but because they are useful (McCallum, 1996; Schwandt, 1998). People construct
concepts, models and schemas in order to make sense of their experience, and test and
continually modify these constructions in the light of new experience (Guba and
Lincoln, 1989; McCallum, 1996; Schwandt, 1998). The framework of visual language is
one of those ‘constructed models’, and the theory of critical viewing is a construct that
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eventually emerged from the data as they were analysed. The theory underwent certain
changes, shifts and refits in the light of new findings and experiences with the data.

1. Mode of inquiry - the Constructivist
Paradigm

2. Multi-Methodological Approaches

3. Research Methods Used in the Study

4. Sites and Participants

5. Collaborative Aspects of the Study

6. Data collection

7. Sampling

8. Data Preparation and Management

9. Research Design and Data Analysis

10. The Embeddedness of the Data Analysis

11. Maintaining Trustworthiness

Figure 4: Theoretical Concepts Underlying the Methodology
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Constructivists assume that:
1. there are multiple realities and multiple viewpoints so that texts will mean
different things for different people (Denzin & Lincoln, 1998; Guba &
Lincoln, 1998; Bruner, 1986, cited in Schwandt, 1998, pp. 235-6);
2. reality exists as a collective generation of meaning within social groups so
that the knower and the learners create understandings collaboratively
(Denzin & Lincoln, 1998; Guba & Lincoln, 1998; Schwandt, 1998; Bruner
1986, cited in Schwandt, 1998, pp. 235-6);
3. theory and knowledge are constructed through the cooperative and reflexive
interpretation of the data collected, and by allowing concepts and
abstractions to emerge during the data analysis (Schwandt, 1998);
4. methodological procedures are usually naturalistic (Denzin & Lincoln, 1998;
Guba & Lincoln, 1998);
5. knowledge is seen to be valid if it is functional in achieving certain goals
(Schwandt, 1998; von Glasersfeld, 1991, cited in Schwandt, 1998, p. 240);
and
6. reflexivity is a normal part of an investigation into phenomena. What
emerges are ‘new forms of linguistic reality’ and a richer vocabulary
(Gergen & Gergen, 1991, cited in Schwandt, 1998, p. 242).
The above assumptions are relevant to this study in a number of ways. Using
Assumption 1, it could be stated that viewers have multiple viewpoints and that they
will construct a variety of meanings from visual images. From Assumption 2, it may be
argued that constructivism encourages the collaborative construction of knowledge in
critical viewing between teachers, students, and the researcher. Assumption 3 relates to
how knowledge and theory were constructed in this study and the manner in which the
concepts of the theory emerged from the data. Assumption 4 connects with the
naturalistic research methodology and procedures used in this study and the data
themselves entailing instances of critical viewing embedded in socio-cultural contexts.
Using Assumption 5 it can be said that the knowledge generated in this study is valid
because the theory is a pedagogy that was functional in fulfilling certain goals or
conditions related to critical viewing. Assumption 6 relates to the study because
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reflexivity characterised the way in which certain aspects of the research were carried
out and because ‘new forms of linguistic reality’ emerged in the form of pedagogical
conditions for critical viewing, and a visual metalanguage had been trialled in
classrooms for critical viewing. In order to elucidate the complexities of implementing a
visual metalanguage and how a theoretical pedagogy may be generated from this
investigation, multiple approaches to methodology needed to be developed. These are
explicated in the following section.

2. Multi-Methodological Approaches
Lincoln and Denzin (1998) explain that qualitative research is now utilized across the
humanities, the social sciences, and the physical sciences, with practitioners who see the
value in a multi-methodological approach. Pearson (2001, cited in Duke and Mallette,
2001, p. 347), calls for ‘ecological balance’ in literacy research. Duke and Mallette
(2001) develop this concept by citing examples of multiple methodologies for single
research projects, and stressing the importance of different research methodologies
working synergistically rather than independently or competitively. The reason for this
lies in what Lincoln and Denzin (1998) describe as the crisis of representation in texts,
and the discourses that shape the practices of qualitative research. They call this the
‘fifth moment’ in the history of qualitative research (1998, pp. 408-9). The reason for
this crisis is that qualitative researchers are not politically neutral, but are ‘historically
positioned’ with their own biases and ideologies as ‘all too human observer(s) of the
human condition’. Because meaning is ‘radically plural, always open’ (Bruner, 1933, p.
1, cited in Lincoln & Denzin, 1998, pp. 409-10), there are many voices, and no single
method of investigation that will represent the participants fairly and incorporate the
complete picture (Lincoln & Denzin, 1998, pp. 425-26).
This study has entered into conditions such as those described above. There were
multiple voices and agendas at all levels such as Department of Education and Training
expectations, the University Study, the District Middle Years Literacy Project and the
differing school cultures, curricula and schedules. These all required the deployment of
more than one method of research to present the full picture and to make the
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investigation trustworthy. The diagram in Figure 5 (p. 101) illustrates the multimethodology used in this study.
The main purpose of this study was to generate a grounded theory for critical viewing of
texts containing visual images. In order to develop this grounded theory, there was an
investigation into the implementation of a framework of visual language in three Year 5
to 8 classrooms each of which was designated a case study. The researcher observed
each classroom and therefore he participated in the implementation phase of the study.
It was from these participatory case studies that the grounded theory emerged. The
theory itself was grounded in and generated from the interconnection and
interrelationship of concepts and categories among case studies. This was a fitting
response to what may be described as uncertain times involving multi-voiced texts,
inner tensions and contradictions (Marcus, 1998, cited in Lincoln and Denzin, 1998, p.
425; Marcus, 1998).

Participatory case studies

Participant
A grounded theory for a

observation

pedagogy of critical viewing

Figure 5: Multi-methodologies Used in this Study

3. Research Methods Used in the Study
Participatory Case Studies

This study is comprised of three case studies. Each case study involves a teacher and a
class of students. According to Merriam (1988, cited in Bogdon & Biklen, 1992, p. 62),
Cohen and Manion (1985), Gray (2003) and Punch (1998) a case study is the detailed
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in-depth study of a single subject or group within its natural context. Case studies are
kept in their natural contexts because researchers cannot escape the social world in
order to study it. They do this best when they become trusted members of the social
setting (Glesne & Peskin, 1992; Hammersley & Atkinson, 1993; McMillan &
Schumacher, 1984).
Therefore, case researchers in education need to maintain the wholeness of the class
context with its real-life events (Bouma, 2000; Punch, 1998). Punch (1998) stresses that
the boundaries between the different cases and contexts need to be clearly marked. In
this study each single case encompasses a group of children who were members of a
designated class as well as their teacher. Each designated class is distinct from other
student groups and classes.
As well as having boundaries a case study has to have a purpose. It needs to have a
general purpose that should be translated into specific purposes (aims) and research
questions (Punch, 1998). The general purposes of this study have been explicated in
Chapter 1 and translated into three aims and four research questions. The purposes, aims
and research questions enable the case study to be a case of something (Punch, 1998).
This something or phenomenon is explored and investigated throughout the study to
gather information to build a description of what is ‘going on’ within the case (Bouma,
2000, p. 91). Through intensive analysis valuable contributions can be made to
conceptualising within and across case studies (Cohen and Manion, 1985). Punch
(1998) argues that this approach to case studies is superior to measurement and
quantitative analysis that lack the fuller understanding of phenomena and their
processes.
In this study each case involves the researcher investigating the use of a framework of
visual language for critical viewing by observing and recording where and when the
language for viewing is used, and what the teachers and students did during the viewing
lessons. In this way the complexities of critical viewing practice were being explored
and conceptualized.
As there are three case studies, this study is what Stake (1998) calls a collective case
study, where a single case study is extended to several cases. Each case study is
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chosen because it is believed that understanding it will lead to better understanding
and theorizing concerning a still larger number of cases looking for what is common
among the cases (See Punch, 1998).
As with other qualitative methodologies, the distinguishing feature of case studies is
their degree of generalisability. This characteristic of qualitative research was discussed
earlier in terms of reproducing or replicating a study. Here it is explored as a feature of
participatory case studies. The supposed lack of generalizability is frequently a criticism
against the case study methodology. However it may be argued that professional
training for doctors, managers and lawyers involves the detailed study of historical
cases to learn to deal with situations they will encounter (Reinharz, 1992, cited in
Punch, 1998, p. 155). The successful use of case studies in these professions ‘underlines
the potential generalizability of knowledge built from case studies’ (Punch, 1998, p.
155). It may be also stated that the case study approach has potential to make qualifiable
generalizations within the education context. Building generalizations requires abstract
thinking beyond the level of description. Through developing abstract concepts and
propositions a case study approach can contribute potentially generalizable findings
(Cohen & Manion, 1985; Punch, 1998).
If every case was totally unique, knowledge could not be transferred from one case to
another (Punch, 1998). The case studies in this research demonstrate similarities across
all cases helping to transfer generalizations and knowledge from one case to another.
For instance, they all used visual language for viewing and they all studied picture
books.
If case studies are to produce potential generalizations, one factor that deserves full
recognition is the issue of the objectivity of those findings. Objectivity has already been
mentioned in general terms as a characteristic of qualitative research. Here objectivity is
further considered as a characteristic of case study methodology. Every narrative in case
studies is socially and culturally constructed as a representation of reality. They do not
presume to be a totally objective description of what actually happened. Furthermore,
every selection within a case study is a choice made using a set of principles that comes
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from somewhere (Hollway, 1989, cited in Gray, 2003, p. 75; Mason, 2002). Being clear
about the principles that guide choices enhances the objectivity of the findings of a
study (Gray, 2003).
Case study researchers also need to consider how they observe and analyse their data.
That is, they need to reflect upon their own subjectivities and recognise that they
themselves are a product of social and cultural discourses (Gray, 2003). In this study,
the subjectivities of the researcher are clarified through consciously reflecting upon
issues such as how to teach critical literacy in viewing and ‘writing through’ personal
beliefs and impressions. Through shared discussion about beliefs concerning critical
literacy and teaching pedagogies, the subjectivities of both the researcher and the
participants were expressed.
The case studies in this study developed general patterns in data and provided new
insights into the nature of critical viewing through the provision of a metalanguage for
viewing. Observations were recorded from which selections of data were made
according to what would inform the overall description of the individual case. From the
individual cases a pedagogical theory was later constructed so that the theory followed
the research rather than preceded it. This order of research is advocated by Glaser and
Strauss (1967, cited in Cohen and Manion, 1985, p. 137).
As in all research methodology, case studies need to have an identification of the data
collected, how and by whom, as well as how the data were analysed (Punch, 1998). This
is explicated later in the chapter under the sections ‘Data Collection’ and ‘Data
Analysis’.
The collecting of data was done through particular sampling methods whereby instances
of using the visual language in specific ways produced common themes and
connections between concepts (See Sampling, p. 168). Later sampling of key concepts
provided the theory generation potential of the case studies. The data within the case
studies were sampled within the everyday settings of the classrooms to increase the
trustworthiness of the findings. Within and across the case studies there were also
various forms of data that contributed to the trustworthiness of the theory. Hammersley
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(1983), Punch (1998) and Stake (1998) explain that these different forms of data
triangulate to provide similar findings which adds to the trustworthiness of the research.
Case studies provide the research design in which information is selected to develop
patterns in data, triangulate observations, and develop generalizations and new insights
(Bouma, 2000; Hammersley & Atkinson, 1983; Sax, 1968; Stake, 1998). The
uniqueness of the case study method used in this research is that it has a participatory
component. Elements of the ‘participant observer’ process were used as part of each
case study. The participant observer role within the case study is outlined as follows.

Participant Observation
The case studies here involved the researcher as a participant observer. The role of the
participant observer in the case studies was twofold.
Firstly in each case study the researcher acted as a participant observer in varying roles
between that of an observer and a participant. This is similar to what Cohen and Manion
(1985) and Mason (2002) explain about the role of the participant observer lying
between the extremes of complete participant and complete observer. Mason (2002)
found that the researcher may move between these roles for intellectual and practical
reasons, sometimes enacting both simultaneously. For instance, in this study the
researcher had to participate in the classroom situation by modelling certain viewing
practices. However, from the perspective of a teacher, he observed the attention and
level of engagement of the students and simultaneously participated in viewing
interactions, especially in the group situation. It must be remembered that the various
positions between these two extremes where researchers choose to place themselves
tend to be interpreted by the students and teachers in a whole range of ways. The issue
is not a simple one and demands that researchers be aware of the complex interactions
involved in identifying the researcher’s position and identity within the case study
(Coffey, 1999, cited in Mason, 2002, pp. 92-3). In this study the participants became
comfortable with the researcher as a participant observer in various roles as the situation
dictated, which made it a little easier to understand the ‘complex interactions’ that are
part of the classroom context.
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Secondly, being a trusted participant in this study, the researcher was better able to
observe and record happenings, interactions and visual analyses in the viewing lessons.
Being part of the classroom context also made it possible for the researcher to acquire
additional insights into the unexpected happenings in critical viewing. Participant
observers are able to understand and decipher the unexpected because of the tacit
knowledge they possess (Altheide & Johnson, 1998, p. 299). Being a teacher and a
Middle Years Literacy Consultant at the time of the study provided unspoken intuitive
understandings about middle years schooling, its students and teachers. The researcher
knew about teaching and the nature of students in the middle years – that they are
impressionable, willing to try out new ideas, testing boundaries and working out their
self identity. Young adolescents are very impressionable to the visual media. This kind
of tacit knowledge helped the researcher relate to the participants and improved the
‘cover’ that researchers experience through being a trusted participant within the
selected group (Cohen & Manion 1985).
Participant observation then, provides ‘direct experiential and observational access to
the insiders’ world of meaning’ (Jorgenson, 1989, cited in Ritchie and Lewis, 2003, p.
35). By experiencing the events themselves, participant observers are better able to
record interactions and events within their social and organizational contexts (Ritchie &
Lewis, 2003). In this study it was the insider’s world of visual meaning that was of
special interest, as students analysed together visual texts within their own classroom
contexts. The researcher’s findings are grounded in data selected from such contexts.

Grounded Theory
A feature that makes this study distinct from so many other visual literacy studies is that
it is not an inventory of suggested visual language and ideas for critical viewing. The
findings of this study arose from, and are reflected in, the data of the case studies. Its
theory and findings are grounded in data gathered from real classroom practice.
Kellehear (1993), Punch (1998) and Strauss and Corbin (1990 & 1998) describe
grounded theory as a methodology for developing theory when it is grounded in data
that are systematically gathered and analysed. ‘The essential idea in grounded theory is
that theory will be developed inductively from data’ (Punch, 1998, p. 163). The
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grounded methodology of this study is characterised by certain features that provide the
reasons for the ‘fit’ of grounded theory to the other methodologies used in this research.
These features of grounded theory can be described as follows:
1. Conceptualisation occurs during the analysis of the data. As concepts form they
are compared and systematically related to one another. Recurring ideas form
major concepts or categories. Categories and major concepts become part of and
interrelated with the key concept or phenomenon that emerges from the analysis.
The way in which the major concepts are related becomes the reasoning power
of the theory. The fact that it is grounded in the data and their analysis becomes
its validity. Specific methodologies in grounded theory are further explicated as
‘coding’ and ‘data selection’ which are later explained in the chapter (Punch,
1998, pp. 174 & 160).
2. The data analysis of grounded research is something like a funnel being more
open in the beginning and more directed and specific towards the conclusion
(Bogdon & Biklen, 1992; Punch, 1998). For example in this study the initial
observations revealed that the teachers needed to focus more on the critical side
of viewing, where the language of the framework needed to be linked with
critical literacy. This need then influenced some of what was video taped and
audio taped so that specific concepts later emerged in the data analysis and the
grounded theory itself (e.g., semiotic interdependence and cultural motivation).
3. As in case study and participative observation, researchers in grounded theory
are aware of their own sensitivities and bias. In this study the researcher did as
Strauss and Corbin (1998) suggest. That is, he questioned his motives and
interpretations during the research (which the teachers involved tended to do
also). Personal bias was recognised by the researcher as he looked for evidence
in the data that would provide answers to the research questions as well as
instances in the data that supported the researcher’s and teachers’ beliefs about
what viewing involves.
4. According to Strauss and Corbin (1998), grounded research is adapted to the
unique qualitative design of a study. For instance, during the implementation
stage of the study, the total data could not be analysed because of the enormity
of the task. Transcription of the audio and video tapes, coding and categorisation
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were very time consuming, causing the grounded theory itself to emerge much
later in the process.
5. Grounded theory is marked by the interplay or recursiveness between analysis
and the data collected (Strauss & Corbin, 1998). As analysis proceeded the
researcher conceptualised and categorized concepts often referring back to
selections of data. Initial observations and findings were related to the teachers
and negotiations were made regarding future teaching, which then related to the
kind of data that were being collected. Then there were times when the teachers
wanted to, in the words of Strauss and Corbin (1998, p. 173), ‘tell their own
stories’ about how the study was progressing in their classrooms. This was
especially so during the sharing days and the post interviews. Finally, copies of
case study reports were returned to each of the case study teachers with the
option of a response.
6. Grounded theory keeps in mind the concerns of the participants (Bogdon &
Biklen, 1992; Strauss & Corbin, 1998). As early observations and interactions
were interpreted it was seen that the participants had a concern regarding how to
teach viewing, and so the participants were given certain advice regarding how
to teach viewing; e.g., guided viewing, modelling visual language and
questioning for critical purposes.
7. In grounded research the researcher becomes increasingly theoretically
sensitised (Strauss & Corbin 1998). The further this study progressed, the more
attention was given to building a theory for viewing. There was an interplay
between scrutinizing the literature for received theories and tenaciously
defending the theory through continued ‘conversation’ with the data analysis
(1998, p. 174).
Finally, the grounded theory as described above is commensurate with the levels of
interaction in Strauss and Corbin’s (1990) conditional matrix (as shown in Figure 6, p.
109). Their matrix provides a structural overview of this research because it
encompasses all the social, institutional and political contextual levels that played an
important part in shaping what happened during the course of the study. It also explains
the conditions that impacted upon what was found in the study that led to the grounded
theory. Briefly their matrix operates in the following manner.
108

Strauss and Corbin’s (1990) conditional matrix is represented as a set of frames, one
inside the other, with each frame corresponding to different aspects of the world around
us. The outer frames are those conditional features most distant to the action/reaction of
the research, while the inner frames are those conditional features that are most closely
related to the action/interaction of the study (Strauss & Corbin, 1990). In this study, as
in the Strauss and Corbin (1990) model, the specifics of the different levels come from
the research itself, teaching experience and from the literature.

Using Strauss and Corbin’s (1990, pp. 166-7) conditional matrix, it could be argued that
a phenomenon such as critical viewing becomes a theory when concepts are
systematically related. The theory becomes authentic when a path of relationships is
systematically traced from the ‘action/interaction’ level through the conditional levels
and back again. Figure 6 (p. 109) overviews the different contexts and conditions of this
study. Each broader context level has causal and intervening effects upon the next, until
the group and individual level is reached. Here is where most of the action and

National and international level
Viewing included in national English profiles

Community level
Community emphasis for visual mode of semiotics
Organisational and institutional level
State viewing and reading curriculum statements
Sub-organisational and sub-institutional level
District office literacy projects
Group individual, collective
Classes, teachers and students

Action and interaction pertaining to critical viewing
Staff development in critical viewing

Support in classrooms

(Change in the social, political and organisational levels)
Figure 6: Strauss and Corbin’s Conditional Matrix Applied to Critical Viewing

109

interaction occurs in response to the changes that have taken place at broader levels.
However, the inner rectangle extends across all boundaries so that the action and
interaction may happen at all levels causing a chain of interactive events, which may be
traced back and forth across the levels.
The outer levels are conditions within the situational context – the national and
international level and the community level which have social and educational impact
upon the way we teach and learn (Strauss & Corbin, 1990). People at the ‘community’,
level now have increasingly greater access to visual and multimedia texts, and therefore
teachers and students need to be part of the ‘Interactional’ level and interact with visual
texts and other members of the viewing community (see Strauss & Corbin, 1990, p.
164). Since the Federal Government has mandated that viewing be taught at a national
level, such changes have filtered down to the ‘organizational and institutional level’
whereby the NSW Department of Education and Training and other state Education
Departments have included viewing in their syllabus documents. Consequently, the
NSW Department of Education and Training has a keen interest in this study as it
relates directly to the reading and viewing section of the syllabus and, because the
research was carried out in NSW public schools, a report of the findings is required for
the Department of Education and Training. It is anticipated that the report for the study
will impact in some way upon corporate thinking within the training and curriculum
branch of the NSW Department of Education and Training. At the ‘sub-organizational’
and ‘sub-institutional’ level, district offices need to ensure that literacy programs
include viewing and therefore one district office in particular has closely supported this
study.
The ‘group, individual and collective’ level relates to schools, classes and individual
students being required to teach and learn viewing. However, the groundwork at the
inner levels has not been effective. For instance, there is a paucity of visual language to
support teachers and students in viewing, and there is little support in how to teach it. It
was here that the ‘Action/Interaction’ of this study fulfils these needs. Certain staff
development in the teaching of critical viewing and on-going classroom support were
also provided.
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To summarize, the ‘Action and Interaction pertaining to critical viewing’ connects to all
levels within the conditional matrix, especially the ‘group, individual and collective’
level in the classrooms, and is the implementation stage of the study and everything that
proceeds thereafter.

4. Sites and the Participants
What follows describes and explains the natural setting of the sites and participants in
this study. The participants are the classes involved, the students who were in the
classes and the teachers who taught them. There is also an outline of the roles of the
teachers and the researcher.

Natural Setting
As explained in ‘Participatory Case Studies’, the classroom contexts were kept as
normal and natural as possible, so that visual literacy was part of the normal class
curriculum, and the data collection techniques were kept as non-interfering as possible
(See Bogdon & Biklen, 1992).
The classes used in this study were also integral components of the larger social
contexts as depicted in Figure 6 (p. 109). By participating in the classroom context as a
fellow teacher and a middle years literacy consultant the researcher found it easier to
merge into the natural setting of the schools and their classrooms (Fontana & Frey,
1998).
The wider natural setting of the study included the administrative contexts of the
schools and the NSW Department of Education and Training. The principals were
consulted and were happy to proceed with the study, suggesting possible teachers who
might be interested. When the teachers were approached they were interested in visual
literacy and in the study. Permission and support for this was sought from the NSW
Department of Educating and Training District Superintendent of Schools and the
Curriculum Training and Development Co-ordinator. It was agreed that the study with
these schools should be submitted as a possible Middle Years Project to be funded by
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the NSW Department of Education and Training. A submission was written in
collaboration with the coordinator of the middle years project at the high school.
Fortunately, the submission was granted and funding was provided for the training and
development of teachers. In effect there were two projects operating concurrently, one
for the District Office of the Department of Education and Training with its own
guidelines, and the doctoral study for the University of Wollongong.
This study then, retained its natural setting in numerous contexts - the classroom, the
school, a district literacy initiative, NSW Department of Education and Training and
University research. From this natural setting it is possible to describe the sites, classes,
students, teachers, and the roles of the teachers and the researcher.

The Sites
The schools chosen were a high school for the performing arts, and two of its Primary
feeder schools. One feeder school was in the area of the high school, while the other
provided potential performing arts students. These schools were introduced in Chapter
One to describe the locale of the study.

The Classes
There were three classes chosen as case studies for this study. The teachers of these
classes were known by their principals to have an interest in visual literacy and were
approached as possible participants for the study who were prepared to explore the
potential of viewing with their classes. The three classes chosen were two Stage 3
classes from two different schools as well as a Junior Secondary class, to reveal the
continuity of teaching practice across Stages 3 and 4. These classes were selected as the
basis of the case studies, being data rich in the use of visual metalanguage and critical
analysis, with the potential for constructing theory related to critical viewing.
Nina’s case study was a Year 5/6 Stage 3 class and one of two parallel classes. The
majority of the students were Year 6 with fewer Year 5 students. There were fewer girls
in Year 6 than boys and fewer boys in Year 5 than girls.
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Winston’s case study was a composite Year 5/6 Stage 3 class with the majority of
students in Year 6. There were 16 students in Year 6 and 7 students in Year 5.
Anne’s case study was a Year 8 class at the High School for the Performing Arts. The
class was academically the higher class of two Year 8 performing arts Year 8 classes.
The majority of the students were girls with only 8 male students in the group.

The Students

Nina’s Year 5/6
Nina’s Year 5/6 can be described as a class with a range of literacy ability from an
English as a Second Language student child who had been in the country for one year to
at least two advanced children with above average intelligence. The rest of the students
were what Nina referred to as a mix of students in the ‘middle of the class’. There were
some four or five students who were thought to have ‘behaviour problems’.
One girl was described by her teacher as ‘a real struggler’ in Reading, Writing and
Mathematics and others as very bright who were not good at being on task. The socioeconomic background of the students was a mixture, some being from the housing
commission area while parents of others were international Ph.D. students at University.
Often the latter children didn’t have the things they would normally have at home such
as their favourite books. Others were the children of professionals such as teachers,
police and doctors.
Nina described the literacy skills of the students as slightly depressed compared to other
areas in Australia which is probably because of the non-English speaking background of
many of them. There were students coming from multilingual backgrounds where
literacy in English was not regularly practised at home. For instance, some of the
international parents at University were superior in their written English ability
compared to their oracy in English.
However, the students were perceived by their teacher to exhibit positive signs of
literacy development as shown in a recent dictagloss lesson. The only viewing
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experiences the students had were of a video of Australian History from which they
constructed a family tree. From talking with Nina it was apparent that her students were
exposed to a fairly explicit and systematic approach to teaching and as a result they
always knew what they were expected to achieve.
Nina’s students were grouped for reading with another Stage 3 class. However in this
study they were taught viewing during class time instead of reading group time
because Nina regarded viewing as part of her integrated units which often included
English, Human Society and Its Environment, Science and Technology and Personal
Development.
Winston’s Year 5/6
Winston described his students as being above average with a few very advanced
students. There were a couple of students who were a little slower in their learning than
the rest of the class. They took longer to understand concepts and complete tasks. The
majority of the students were all proficient readers while there was a range of standards
in their written work. In Creative Arts there was a lot of talent among the students.
As a whole, the personality of the students could be described as a confident group who
were not backward in expressing themselves orally. Their listening skills varied from
child to child. While Winston’s students had a love for literature and enjoyed listening
to stories, they had not covered much in visual literacy, except for an awareness of the
visual in Art lessons. As the students had not covered any significant work in viewing,
Winston was keen to teach the class viewing as he could see its potential in literacy for
older students. He felt that his students were capable of and should be doing critical
literacy with picture books with a specific language for viewing.
Anne’s Year 8
Anne’s impression of her Year 8 class was that they were ‘fairly bright’ because they
were performing arts students. She described them as fairly articulate and as being able
to accomplish a wide range of things. This being so, these students needed to be kept on
task at all times and they needed to have an interest in what they were doing and to see
its purpose, otherwise they would be soon disengaged.
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According to the Year 8 English Language and Literacy Assessment Test, their literacy
skills were quite high with almost all the students scoring in the top middle range and
the top range in language reading and writing. In English they had fundamental
knowledge in areas such as the novel, being familiar with concepts and language
structures such as similes, personification, plot, character, theme and conflict. Unlike
the other two primary classes they had had some experience in visual literacy with the
study of the film Indiana Jones, touching on techniques such as camera angles, closeups, plot, character and the way things are portrayed on the screen. They studied
sitcoms in media studies and, the year before, had studied newspaper composition and
magazine advertisements using the main concepts of headline, text, picture relationship
and marketing. For these particular students the study of picture books was relevant to
their work as it related to everything else they had done.

The Teachers
When the teachers were initially selected, a meeting was set up for the researcher to
explain to each interested teacher the purpose of the research and how it was to be
conducted. Once they agreed to being a participant in the project, a teacher permission
form was signed and an information sheet provided explaining the purpose and different
aspects of the project. They agreed to having two days of staff development in the
language of visual literacy. There were three teachers in the study who were given the
pseudonyms Winston, Anne and Nina. Winston is a Year 5/6 teacher with many years
experience in Primary education and has been an Executive Teacher at the school for
one year. He indicated his interest in visual literacy and was prepared ‘to give it a go’ as
it was a necessary part of the curriculum. He is a well organized teacher taking into
account the organizational and curriculum needs of his students and the school as a
whole.
Nina is an experienced and widely respected Year 5/6 teacher who held the position of
Executive Teacher. When approached about the research study she explained that she
was very interested in visual literacy and was happy to be part of the project. Nina is a
well organized professional with an extensive knowledge of the syllabus and of the
educational needs of her students. While some of the teaching was done by the
researcher, Nina was keen to do much of the teaching, with the two of us often using a
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team teaching approach. She was meticulous in keeping a reflective diary that served as
a faithful record of the work done and her interaction with the researcher during the
course of the study.
Anne is an experienced English teacher teaching at the Woodlands High School for the
Performing Arts. Her expertise and background in teaching literature is evident in the
way she approached teaching the picture books and the issues she brought up during the
staff development. From the very start she thought through the different problems
associated with teaching visual literacy and took from the training and visual framework
what would work for her. Anne was a critical thinker and accepted what was credible
and applicable to her classroom situation. She had some knowledge about visual literacy
from her previous work on advertisements and film with this class and others.

Roles of the Researcher
The responsibilities of the researcher in this study were to liaise between the teachers,
University, Department of Education and Training, and District Office. Early in the
study the researcher had to initiate contacts, have meetings with principals and teachers
and facilitate planning. As a consultant and a research student, applications needed to be
submitted to the Ethics Committee at the University of Wollongong and the Department
of Education and Training to obtain permission to undertake the research. The
researcher was therefore required to write the permission and information letters as well
as oversee their distribution and return among the participants of the study.
For the training during the two days staff development, the researcher needed to again
write a submission to the Woodlands District Office to obtain support and funding for
the study as one of their Middle Years Literacy Projects, which was accepted. This also
meant that a coordinator was needed at the school level to take charge of many of the
administrative duties for the teachers and schools involved.
The researcher had to also provide the staff development, and look after the research
side of the study; i.e., how the data were to be collected and analysed. With the
coordinator, the researcher needed to facilitate the interactive and reflective components
of the study, organising days for sharing, reflection and planning. Because of the
116

interactive nature of the study the researcher had to plan and facilitate many visits to
classrooms, plan with teachers regarding modelled and guided viewing lessons and
encourage reflection on the teaching and viewing processes.

Roles of the Teachers
Before they committed themselves to the study the participating teachers were advised
about such things as the expectations of the study, the professional development
involved, teaching visual literacy using the language of the framework, how the data
were to be collected and the anonymity of the students. They were expected to liaise
with the researcher about when the visits should be, which students would be best for
the focus groups, distribute and return permission letters, teach viewing to their class in
the researcher’s absence, report on their progress and keep a reflective diary. Besides all
this, the teachers needed to collect and use visual images from magazines and
newspapers that would enrich their teaching of the terminology of visual language.
The coordinator of the study had to liaise with teachers, order picture books, be the
treasurer for the budget, liaise with the Senior Education Officer Co-ordinator in
Curriculum and Training, and liaise with teachers about the best times for the sharing
and planning days, whilst accommodating for HSC timetables and performing arts
performance schedules.

5. Collaborative Aspects of the Study
It was important to recognize the collaborative aspects of this study. The participants
collaborated in the study in a number of ways:
1. They helped to fine-tune the focus of the research. They thought, for
example, that covering written and visual texts was too much for the scope
of this study and too much for them to handle. In coming to this decision,
they were collaborators in the research focus and exercised part ownership
in specifying the area for investigation. The transcript of day two lines 761
to 847 indicates this (d2 l. 761-847).
2. As time allowed, the researcher collaborated with Winston, Nina and Anne
reflecting on the outcomes of different lessons and negotiated
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with them future viewing activities. For instance, as the researcher
modelled viewing lessons on a number of occasions, Winston was able to
relay his evaluative comments about the use of the language while the
researcher would suggest viewing strategies for implementation in the
following lessons to which he readily agreed.
3. Nina made her own observations, reflections and record keeping. She
provided valuable feedback and direction to her case study as well as a
valuable contribution to the overall direction of the findings. The excerpts
from Nina’s reflective diary show her reflexive approach to her part of the
study and are recorded in her case study report in Chapter 4.
4. The extent to which the collaboration between the teachers and the
researcher took place varied according to the classroom context. For
instance, the researcher took a leading teaching role with Winston assisting
him in much of the teaching until later in the study when Winston was
ready to teach viewing almost independently. There was always was
discussion and collaboration with Winston about lesson results. The
researcher often negotiated with him on approaches and strategies to
viewing. The researcher collaborated with Anne and Nina concerning ideas
and planning, and at other times he operated as an observer offering
feedback and suggestions where needed.
Having so far in this chapter described and explained the sites, participants, researcher
and participant roles and the various theoretical and research approaches used, the data
collection methods need to be detailed.

6. Data Collection
The major sources of data used in this study were observations, teacher interviews,
students’ focus group interviews, audio/video recordings, and artifacts such as work
samples, field notes, reflective diaries, final report, work sheets, memos and classroom
charts. Table 4 (p. 120) identifies more specifically the data accessed, the purposes for
which they were collected, their sources, the types of information collected, and the
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ways in which they were used. For example ‘audios of lessons’ were to provide audio
coverage of teacher-student interactions. The ‘Data source’ of these audio recordings
means that it was the teachers, the classes and the researcher that provided the content
of the recordings. The ‘Information type’ shows that these are recordings and
transcriptions of the recordings. The ‘Realisation and articulation’ of the data analysis
process was through coding recorded in memos in which concepts were identified and
connected in specific ways. What follows is a description of the data collection methods
used in this study as tabulated in Table 2 (p. 13) and Table 4 (p. 120).

Observations
It was anticipated that this study would involve lots of social interaction and dialogue as
the grammatical terms from the framework were applied to viewing. As an observer, the
researcher needed to capture how the framework of visual language was being used for
critical viewing. However as an outsider he needed to first establish rapport with the
students and the teacher, by participating in the lessons initially as a helper so that the
students and teacher felt comfortable with the researcher in the room. However, the
researcher was able to team teach or provide model lessons within the next one or two
visits. While observing, the researcher wrote field notes and audio and video recordings
were made that were useful for reconstructing events and happenings in the lessons. For
instance, the recordings made it easier to reconstruct the context of lessons from which
pedagogies such as the teaching-learning cycle, or the practices of the reader (Luke and
Freebody, 1999), could be identified.
The field note entries recorded teacher-student interactions, evidence of student
learning, and how the visual language affected their viewing. They were recorded only
when appropriate. For instance, team teaching and demonstration teaching made it
difficult to take field notes, some of which were written in the car or at the office after
the event. They were recorded into a notebook by the researcher as well as Nina, one of
the case study teachers. The field notes were a valuable additional source of data
providing information that was directly related to investigating the implementation of
the framework of visual language for critical viewing.
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Table 4: Data Accessed - Level of Existence (adapted from Huber, 1995, p. 114)
Data type

Purpose

Data source

Information type

Realization
and
articulation

field notes

to record incidents of
visual language and
critical viewing

researcher

observations/tacit
knowledge

open/axial
coding/memos

memos

to analyse and reflect on
episodes of visual
language and critical
viewing

researcher

tacit knowledge

episodes

extracts of data showing
instances of visual
language and critical
viewing

teachers/students

transcriptions,
artefacts

teacher written
documents

to provide teachers’
perspective instances of
visual language and
critical viewing

teachers

observations/reflective
comments

audios of lessons

to provide audio coverage
of teacher-student
interactions

teachers/classes/

recordings transcriptions

to provide visual coverage
of teacher-student
interactions regarding
visual language and
critical viewing

teachers/classes/

pre and post
interviews focus
group

to collect specific and
comparative data on
visual language and
viewing

researcher/focus
groups

recordings transcriptions

pre and post
interviews
teachers

to collect specific and
comparative data on
teaching visual language
and viewing

researcher/teachers

recordings transcriptions

work samples

to provide data on written
responses to visual
images using visual
language and critical
viewing

students

artefacts

work sheets

to provide evidence of
specific viewing
strategies

students

artefacts

visual language
charts

to provide evidence of
vicarious use and
adaptation of the frame’k
of visual language

teachers

artefacts

videos of lessons

researcher
recordings transcriptions

researcher
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An example of a field note entry is as follows for Anne’s class:
Anne 6/11 11.50-12.30 A most impressive lesson with students deliberating about what
they found using the terms and the questions of Anne. Check to see if I have a copy of
them. They are up to Window 3 for Monday where I will chip in where needed. Perhaps
I should transcribe the latest tape and video and look at the framework and work out
further terminology I need to introduce in tandem with Anne. She was ecstatic re their
enthusiasm – ‘if they are ever bored they turn off’. The students were responding to
issues in territory we didn’t think of and findings were beyond our expectations; e.g.,
‘the bird’s trajectory’.

Much of the observation was unstructured (Bell, 1994) so that the findings would emerge
from data that were as naturalistic as possible, while other observation was
purposive (e.g., searching for instances of using the language for critical viewing
purposes). Time frames and frequency of visits were negotiated with the teachers, with
visits for classroom support, and times for reflection. Visits were once or twice a week
(an hour per visit) for most of Term 4 depending on the individual teacher’s planning and
class organisation.
While as a participant observer the researcher was the main instrument through which
observations were made; the teachers and the students were also observers of information
in the data pool. This is because it was their direct observations and impressions that
informed their responses to the interview questions, and indeed the teachers’ reflective
statements during the progress of the study; e.g., sharing days.

Interviews
As Glesne and Peshkin (1992) explain, interviewees are the possessors of information,
because they are able to answer questions within the context of their own values,
concerns, and needs. Using ideas on interviewing similar to Bogdon and Biklen (1992)
and Cohen and Manion (1985), the interviews in this study were both semi-structured
and focused. They were semi-structured in the sense that a schedule of interview
questions was used as a guide for the interview, and focused in the sense that probing
questions were used to track down potential ideas or arguments for concept development.

121

Pre and post teacher interviews
The participant teachers were interviewed at the beginning of Phase 2 of the study – the
implementation of the framework of visual language for critical viewing. The
interviews were audio recorded and later transcribed as data that assisted in the
investigation. There were two interviews, one a pre-interview and the other a postinterview which was a reflective report on the implementation of the visual language.
Each interview was held in the school staff room at a convenient time and lasted for
approximately twenty to twenty-five minutes. Examples of the questions used are as
follows:
1. Please describe to me the kinds of students you have in your class. This will
help me work with you a little further down the track.
2. What viewing or visual literacy have you done so far? Tell me about it.
3. How have you used the framework?

4. What effect have the analyses had on student writing?
The focus group interview
The focus interview was chosen for interviewing the students because it gives the
researcher a greater depth of information than individual interviews and is more effective
than survey techniques. This is because the collaborative group situation stimulates,
supports and leads the respondents as they share a common viewing experience. This
provides a richer information base.
For Fontana and Frey (1998), questions in focused group interviews direct the interaction
in a structured or an unstructured manner. In this study as a participant observer, the
researcher was well aware of the situational context of the classrooms, and the kind of
teaching the students had been exposed to. The questions were therefore rather specific
in terms of the teaching context and the aims of the study and yet unstructured enough to
follow unexpected leads from the interviewees.
The focus group interviewees were particularly helpful in terms of the second aim of the
study, for gathering feedback about their impressions of the usefulness of the language
for viewing, and for validating the researcher’s perceptions of how critical viewing had
been taught. The interviewer needed to ensure that the respondents were at ease and felt
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free to provide information. The interviews produced rich data with words that revealed
the visual language used, the respondent’s perspectives and examples of some of their
visual analyses of picture books. According to Cohen and Manion (1985), the
respondents’ language and perspectives play an important role in identifying the major
areas of inquiry, and data categories. Appendix B includes the interview schedules that
were used in the study.
Again these interviews were pre and post, with the post interviews being more reflective
and evaluative in their orientation. These interviews were done with six students
specifically chosen by each of their teachers, in a place free of interruptions and noise.
Examples of the questions used are as follows:
1. Tell me about how you find out the meanings in pictures.
2. How does your teacher help you understand and analyse pictures?

3. See this picture, how would you analyse this? What is it saying to you? Show me
why.

Audio/video recordings
The audio and video recordings of lessons and interviews provided a wealth of data
containing episodes of classroom student-teacher and student-student interaction. The
transcription was very time consuming. By undertaking this task, the researcher soon
became familiar with the data and helped to recognize the initial themes and patterns in
the data. One of the major difficulties early in the study was that the tapes were recorded
chronologically according to the visiting schedule. This meant that the transcriptions
contained a smorgasbord of recordings from all the case studies. The transcriptions were
therefore reorganised into separate case studies so that each class could be a case study in
its own right and be analysed within its own context. Audio recordings were taken during
most of the lessons with the recorder on when the researcher recognized the interaction
as providing rich data – that is, data that had indications of visual language being used
and some kind of viewing in operation. The durations of these audio recordings were as
short as a few minutes to almost an entire lesson.
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The video recordings were of similar scenes that were information-rich in critical
viewing. However, on the other hand, they were rather limited in duration because of the
battery life of the camera and so video recordings were more restricted. The video
recordings were mostly done by the researcher, but on some occasions the teacher or a
selected student was responsible for videoing when the researcher was teaching. The
video recordings were easier to transcribe and code as they provided much of the social
context and this made coding easier. The video recordings gave helpful additional
information that either corroborated the audio and textual data or provided an extra
dimension to investigating how the framework of visual language had been used.

Artefacts
As Bogdon and Biklen (1992) and Glesne and Peskin (1992) state, documents are useful
corroborative evidence for observations and interviews, making researchers’ findings
more trustworthy. Artefacts may support and expand on research findings, as well as
challenge the researcher’s position, or shape new directions for further investigations.
The following artefacts were used in this study:
•

Student work samples mainly substantiated and supported what was revealed in
the lesson transcriptions. The sample written responses collected from the focus
groups are shown in the case study reports. They were collected to provide
tangible evidence of the implementation of the visual language for critical
viewing. The first written response to a visual text was collected and analysed. So
too was the last written response, and if available a third one in between. These
work samples assisted in answering some of the research questions, especially the
question relating to the impact of the visual language upon students’ written
responses.

•

Worksheets were useful for implementing the activities the students were
required to do during some lessons. They showed episodes in the use of the
language of the framework. A favourite work sheet for the teachers was a
response scaffold containing critical questions and suggested visual terms for the
students to use.
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•

These worksheets were collected because they showed some of the pedagogical
implications of the teacher’s teaching of viewing and direct evidence of the visual
language being used.

•

Field notes provided useful summaries of observations as well as tentative
interpretations, a way of reflecting on and conceptualizing what had transpired, or
suggesting themes and concepts that may later inform categories. They also gave
the researcher the opportunity to explore problems and plan for the future.
Having certain sensitivity to and tacit knowledge about teaching helped the
researcher understand the hidden meanings and the ‘taken for granted’ within the
classroom context. This made field note-taking much easier and indeed the
interpretation of most of the classroom data as well (See Bogdon & Biklen, 1992;
McMillan & Schumacher, 1984).

•

Reflective diaries help to expose issues that the participant or researcher may be
struggling with. For instance the researcher’s diary entry for 22/5 says, ‘I need to
be very selective in the critical episodes, for audience/reader purposes – high
resolution data needed’. Nina kept a reflective diary that shows ample evidence
of this kind of reflective thinking and planning.

•

Memos are used for responding to, and working out the concepts and abstractions
within the data (Bogdon & Biklen, 1992; Glesne & Peskin, 1992). In
this study memos were written into the case studies summarising how the
language of the framework had been used in the data. The researcher’s reflective
diary entries were also written as memos which recorded reflections,
conceptualisations and abstractions. Here is an example:
Categories – core categories, Pedagogy of critical viewing, Main categories:
Conditions of critical viewing, Guided viewing, Metalanguage for critical
viewing and Consequences, outcomes. When you have assumptions re visual
literacy and critical literacy, a language and use the tool of guided viewing,
then you will have ‘a pedagogy for critical viewing’ (memo 21/1).

•

Classroom charts were indications of the actual language terms used in visual
literacy during class lessons. In the secondary school teachers used overhead
transparencies for the same purpose.
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•

A final report was compiled by the coordinator of the study, two of the teachers
involved, as well as the Middle Years Literacy Consultant. It served as a
formative summary and reflection on the project as a whole. It also included
teachers’ reports which included their reflections on what they and their students
had learnt through the experience. The report itself highlights what was valued in
the study and provides an evaluation. It is referred to in the findings of Chapter 4.
Appendix D provides Nina’s, Anne’s and the Middle Years Consultant’s final
reports for the study. The teachers’ contributions to the report provided valuable
formative data related to what the study aimed to achieve.

The above explanation shows what kinds of data were collected and how they were
collected. What follows is a description of the sampling that provided much of the data.
The sampling entailed making selections for certain purposes. The samples were the
schools, classes, teachers, picture books and case studies.

7. Sampling
Initially, the schools and teachers involved in the study were chosen for their interest in
the study of visual literacy and as appearing information-rich in terms of the purpose of
the study. This kind of sampling is purposive sampling. This process also involved
snowball sampling in the following manner.
The first school was chosen because the principal and teachers had a common interest in
visual literacy. Through networking with this school and the principals and teachers of
other schools within the same community of schools, two more interested schools were
chosen. This process is similar to snowball sampling as described by Bogdon and
Biklen (1994), Kuzel (1992, cited in Miles & Huberman, 1994, p. 28) and Patton
(1990). The choice of the classes was also purposive, being made according to the
interest of the teacher, the need to focus on the middle years (Stages 3 and 4) and the
class providing rich information on critical viewing.
The choice as to which years to study was a politically-motivated one. Patton (1980,
cited in Guba & Lincoln, 1989, p. 178) talks about sampling politically important
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cases. Similarly in this study, visual literacy was seen to be very relevant to the needs of
the middle years of schooling, and since the researcher was also a Middle Years
Literacy Consultant, it made sense politically to find classes within this range, not
forgetting the huge federal government investment in the middle years. Hence, classes
were chosen between Years 5 and 8. The choice of which picture books to be studied
was a matter of purposive sampling to meet the requirements of the class curriculum
and provide maximum benefit to the study of visual literacy.
Selecting the students for the focus groups involved representative and selective
sampling. Focus group students were interviewed before and after the intervention of
teaching viewing using the visual framework. They were also the students whose work
samples were analysed as data for critical viewing. The selection of focus groups
avoided comprehensive sampling, in which every possible case would be sampled. This
would be a logistical nightmare for teachers and schools and the masses of data that it
would generate.
While trying not to statistically generalize from the sample, the focus group needed to
show what could be achieved with students who represented the performance of the rest
of the class. While not sampling as statisticians may sample (Cohen & Manion, 1985;
Kellehear, 1993), students were chosen to represent the full range of language
performance in the class. The teachers selected students from their own knowledge of
the students’ performance in literacy and their possible interest in visual literacy. The
descriptors of the students’ performance in the various bands across the state in the
English, Literacy and Language Assessment Test Years 7 & 8 (Department of Education
and Training, 2002) were given to the teachers as a reference point to use if they felt
they needed a benchmark against which to gauge their selection. The teachers chose
students at the following levels according to their own professional knowledge of the
students’ performance in literacy:
1 outstanding student;
2 upper average students;
2 lower average students; and
1 struggling student.
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Where possible the teachers were asked to include a balance of sexes. It must be stated
that the aim of the selective sampling here was not to show any difference between high
and low performing students in literacy, nor was it to differentiate between the boys and
girls in their performance in visual literacy. While the findings were to relate to the
focus group only, they could provide an apparent representation of the rest of the class.
The lesson transcripts of the audio and videotapes provided a context that reflected this
representation.
Each case study in this research involved a ‘funnelling sampling sequence’ as described
by Erickson (1986, cited in Miles & Huberman, 1994, p. 28). During the study, data
were selected purposively for closer scrutiny because they supported the emerging
concepts, categories and the theory that was being constructed. This process was like a
large funnel in which sampling occurred, firstly with the teaching and learning
involved, through the various selection levels, to the very bottom of the funnel - the
theory of a pedagogy for critical viewing. Figure 7 (p. 129) summarizes the ‘selective
funnelling sampling sequence’.
Having explained the kinds of sampling that was necessary for this study, the following
section addresses how the data were prepared and managed for analysis.

8. Data Preparation and Management
Data Preparation
Both audio and video recordings were made of lessons, interviews, training days and
sharing days. All the data mentioned in the Data Collection section had to be organized
into individual case studies, using A4 filing boxes or folders. The lesson tapes were
transcribed, during which time some initial coding and categorizing were undertaken,
using concepts that related to the research questions. As mentioned earlier,
the transcriptions had to be reorganised into single case studies. This made coding,
categorising and conceptualising clearer and easier within the context of the individual
case studies.
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Theory of a pedagogy for critical
viewing - funnelling

Schools - snowball

Teachers - snowball

Yr 5/8 classes political/purposive

Selective
Student focus group representative/selective

funnelling
sequence

Books - purposive

Concepts - selective
funnelling

Theory of
critical
viewing

Figure 7: Selective Funnelling and Sampling Sequence

To make the transcriptions manageable and more accessible for citing the reformatted
transcriptions were labelled as audio transcriptions and video transcriptions, for each
particular case study. The training and sharing days were also transcribed and labelled.
The lines of each transcription were numbered for easy referencing, and coded using the
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prefixes ‘au’ and ‘vi’ to denote audio and video recordings respectively. For instance
‘vi. 45’ means line 45 of the video transcription for that particular case study.

Data Management – Data Episodes
For this study the transcriptions of audio and video recordings, work samples and
artefacts had to be examined for the existence of units of data called ‘episodes’. The
episode in this study is defined as a semantic unit of words that relate to a concept or
concepts that answer the research questions 3 a to f (pp. 1 & 2). For question 3a, this
meant identifying episodes of data that had visual language terms from the framework.
Where episodes of data were found that related to the other research questions these
were also collected to be analysed. For instance, episodes were used relating to the
‘Contributing factors to critical viewing’ and ‘What teachers and students said about
using the language of the framework’. For this study data episodes manifest certain
characteristics. A data episode is a unit of words:
•

that may be either oral or written;

•

that contains one or more visual language terms if the purpose of the episode is
to analyse the use of visual language;

•

is constructed for the purposes of viewing;

•

has meaning that is cohesively connected to the visual language or concepts that
are related to the research questions;

•

is embedded in a larger text that is usually the viewing lesson or a text which is
part of the lesson (e.g., a written response to a text being viewed); and

•

is shared between two or more interlocutors both orally and/or in written form.

The following data extracts are of data episodes to illustrate the above. In the first
episode, Tamsin and Denise analyse the picture of Lilly in The Whales’ Song (Sheldon
and Blythe, 1993) peering out her bedroom window. Here Denise grapples with the idea
of ‘frame’:
Tamsin: She’s most probably looking at the sea. Trying to look over the hill
and the rails.
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Colin: The frame
Denise: What’s the frame?
Denise: From the window when she’s looking out into the night, and its dark in
her room and the moon is shining in.
Colin: Great (au. P. Int. 1743-49).
The second episode looks at how ‘framing’ is connected to other visual analysis:
Nellie sees that “the tree sort of frames - all this (points to middle of yard) it
frames this (the tree on RHS).” She then moves outside the yard and states
“they are always walking this way (L-R) this way over to this (turns page).
That symbolises that they are walking into new territory - that they can rip
apart” (vi. 243-247).
In the third example Winston the class teacher finds that group work was preferable to
teaching individually because “their work could work off each other” (au. 1972-1975):
Girls and boys next time we do this we are going to break up into groups,
because by then you will have enough terminology to be able to analyse a
picture yourselves, and to criticise it, and you will be able to do a lot more than
what we are doing at the moment, but we need to do it together, to be able to
use the terminology, but soon we will get you into groups to analyse it using
your own responses (vi. 549).
Where the language for viewing was identified in the data in answer to research
question 3a, each instance of visual language was closely scrutinized within its
immediate episode to find out how the term was used and how viewing was conducted
using the visual language. However, the episodes located that were associated with the
research questions did not necessarily contain the visual language terminology, but
often made reference to it.
The data episodes underwent further management by being organised into categories
according to the research questions. These research questions assumed the following:
131

•

the language for viewing identified in the data used during teacher-student
interactions;

•

the effect of the visual language on students’ written responses;

•

teaching and learning strategies;

•

contributing factors to critical viewing;

•

what teachers and students said about using the language of the framework; and

•

inhibiting factors for critical viewing.

These were the result of the literature review and reflection upon the data as they
emerged. These questions and statements then became the template through which the
researcher examined the data in search of the episodes. How these data episodes were
then analysed is explained as part of the next section ‘Research Design and Data
Analysis’.

9. Research Design and Data Analysis
Introduction
In keeping with the levels of Strauss and Corbin’s (1990) conditional matrix, the
research design of this study recognises natural settings and socio-cultural contexts and
has been summarized as five phases. Each phase is embedded in the previous phase.
Figure 8 (p. 133) shows how each phase of the research is related to the whole research
design that emerged out of the Conditional Matrix in Figure 6 (p. 109). This figure and
its five phases of research design are explained in detail in the following pages.
Phase 1 involves all the changes to the socio-cultural, organizational and institutional
contexts that emphasise visual texts and the effect these have upon national and state
curriculum design. In the absence of a comprehensive framework of visual language for
teachers and students such a framework is provided as part of this research. Phase 2
involves changes at the sub-organizational level whereby the study becomes part of a
District Office Middle Years Literacy Project but more importantly it involves the
group, individual and collective levels where the action and interaction take place as
case study research involving groups of teachers and students as well as individuals.
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The Five Phases of Research Design
Phase 1
Changes in national, community,
organisational and institutional levels
Design of a framework of visual language
Phase 2
Actions and interactions:
suborganisational, subinstitutional,
individual and group levels
Phase 2a.Professional development
Data collection/analysis
(Actions and Interactions: suborganisation
subinstitutional, individual and group leve

Phase 2b.Implementation in the classroom
Case studies, participant observatioon
Data collection Initial data analysis
(Actions and Interactions: suborganisationa

Phase 3
Data analysis: case studies
(Actions and interactions:
individual and group levels)
Phase 4
Data analysis: Synthesis of case study anal
(Actions and interactions:
individual and group levels)
Phase 5
Data analysis: grounded theor
for a pedagogy of critical viewi
emerges

Figure 8: Phases of the Research Design

Phases 3 and 4 are the action and interaction related to the data management and data
analysis while Phase 5 is the theory building that is grounded in the data analysis and
the data themselves. In Phases 3, 4 and 5 of the research design the coding processes in
the data analysis will be explicated. Figure 9 (p. 146) shows a flow chart representation
of the data analysis processes for these phases.
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Phase 1: Design a framework of visual language (Changes at national,
community, organisational and institutional levels)
In keeping with Strauss and Corbin’s (1990) conditional matrix, Phase 1 recognizes that
there have been social, political and organizational changes to the national, community,
organizational and institutional contexts. These are mirrored in Strauss and Corbin’s
three outermost contextual levels. According to the way the conditional matrix has been
interpreted in Figure 6 (p. 109), the changes in these levels are that viewing has been
included in the national and state profiles in English, that there is a community
emphasis on the visual mode and that the state government organizations and
institutions have provided syllabus documents that now include viewing. In the light of
these contextual changes there is now the need to teach viewing and the need for a
comprehensive metalanguage for teaching it. Therefore a framework of visual language
for critical viewing was designed and given to the participants. There was a positive
interest among the teachers in participating in a study such as this.
The framework itself was designed after extensively researching visual languages from
the areas of functional linguistics, semiotics, visual arts and the psychology of
perception. As shown in the literature review, the language terms were chosen if they
were useful for the critical viewing of visual images. Those visual language terms that
were not beneficial for viewing were excluded while those which replicated other terms
and concepts from other areas were not repeated. Terms were tried on picture books and
media pictures to see if they assisted in the critical analysis of visual texts. As
mentioned in Chapter 2, the terms were categorized according to whether they were
ideational, interpersonal or textual in constructing meaning. For example, the visual
forms of action verbs, saying verbs, adverbials and noun groups etc., are resources that
help to ideate particular meanings. Resources such as colour saturation, gaze, and
perspective help to set up and maintain interpersonal relationships, while Given/New,
background and foreground and reading paths help to analyse how texts are organized
to create meanings.
These visual language resources were also further organized according to their level of
semantic specificity. That is from the whole picture, episode, figure/object to the
member levels. As visual and written texts coexist and interrelate in the construction of
134

socio-cultural meanings it was important that the written grammar also be included in
the framework to correspond with the different visual terms.
The framework is further described in the results section of the thesis in Chapter 4
where it is shown as the study’s answer to Research Question 1, providing the needed
visual language for viewing texts containing visual images.

Phase 2: Actions and interactions (actions and interactions – suborganizational, sub-institutional, individual and group levels)
Phase 2 of the research design refers to the actions and interactions of the researcher,
teachers and the students that occurred in the research as a result of changes that
happened during Phase 1 of the study. For convenience, Phase 2 has been separated into
two sections. Phase 2a deals with the ‘Action and Interaction’ of professional
development for the participating teachers and how the data were later analysed. Phase
2b covers the implementation of the visual language in the classrooms and the
beginnings of data analysis. These two aspects of Phase 2 will be explained as follows.
Phase 2a: Professional development - data collection/analysis (actions and
interactions – sub-organizational, sub-institutional, individual and group levels)
Referring again to Strauss and Corbin’s (1990) conditional matrix, Phase 2a entails
certain actions and interactions to bring about change through introducing the study of
viewing. As a Middle Years Literacy Consultant, the researcher provided two days of
staff development in visual literacy and how to teach the language of viewing using the
framework of visual language (pp. 10 – 12). Extracts from the study booklet are
provided in Appendices A & I . An outline of the two days of professional development
and how the data were analysed is provided in the remainder of this section.
Professional Development Day 1
The first day of training was introduced with a brief description of the study and the
different levels of involvement with the University of Wollongong, the Department of
Education and Training and the District Middle Years Literacy.
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This was followed by an introduction to the Department of Education and Training’s
view of language and how it applies to the literacy of students (Department of
Education and Training, Curriculum Support Directorate, 1998a). Using the ideas of
Quin, McMahon and Quin (1997), the importance of viewing purpose and critical
analysis was also discussed and visual literacy ideas from Quin et al. (1997) were also
provided as a handout. This contained the viewing aspects of reading, as well as
teaching strategies. While not very technical, the work of Quin et al. served as an
introduction to viewing.
An awareness-raising activity was then provided for the participants so that they would
see the need for a visual language for talking about texts with visual images. The
participants designed and illustrated a children’s picture book entitled New Guinea
Tidal Wave or Nightmare in Kosovo. Having designed the book they then discussed the
social purpose, audience and choices they made about interpersonal relationships, ideas
and understandings, and how connections were made among spoken, visual and written
texts. The purpose of this activity was to raise awareness of the need for a metalanguage
for talking about visual images (Day1, au. 18).
Course participants were then directed to the NSW English K-6 Syllabus (Department
of Education and Training (1998e) to find where and at what stages visual literacy was
mentioned under ‘viewing’. The researcher discussed with them the need for a
language for viewing in the NSW syllabuses and support documents. Following this,
the teachers received a booklet which had been prepared to explain the visual language
of the framework. The language terms were set out under the three Hallidayan
metafunctions as discussed in the Literature Review. The teachers were introduced to
many of the visual language terms from the Interpersonal and the Ideational
metafunctions during the first day of staff development. Terms from the Textual
metafunction were introduced during the second day.
The visual language was explained to the teachers through the display and visual
analysis of pictures and references to the text in the study booklet. Teachers were
encouraged to participate in the analyses of pictures as well as to discuss their personal
experiences in viewing pictures. The following examples of visual analysis show how
the visual language was introduced to the teachers:
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•

Pictures concerning the gaze of the participants within an image were shown to
the group. They analysed them specifically for the type of gaze and the
meanings that were generated. One of the teachers added the idea of ‘angle’
which she thought made the man in the picture look haughty while the children
appeared innocent because of the angle (Day 1, au. 971-2).

•

The researcher explained that ‘the frontal view signifies involvement’, that ‘the
side on view signifies detachment’ and that the ‘person behind the camera
chooses the relationship between the person and the viewer’ (Day 1, au. 1005).
At that point more pictures on gaze were shown to illustrate how power relations
are constructed through the attitudinal angles of the camera.

•

The visual equivalents of ‘action verb’ and the ‘do-er’ and the ‘done-to’ were
applied to the picture book Piggy Book by Browne (1996). By identifying the
‘do-er’ and the ‘done-to’s in the visuals certain stereotypes were constructed
according to the roles of the main characters (Day 1, au. 10, 90 & 1106).

•

Facial expressions were seen to visually construct adverbs. Using the picture
book Bamboozled by Legge (1994) the grandfather was seen to provide all the
facial adverbials where none were provided in the written text. This was related
to the sentence patterns or the Mood System in the written text to show how
feelings were constructed (Day 1, au. 1049-55).

•

The term ‘relating verb’ was analysed using a picture showing the different
species of whales. It was seen to present categories of whales as information for
the viewer’s consideration and learning (Day 1, au. 863 & 869-71).

The first day was concluded with a brainstorm of what everybody thought visual
literacy to be (Appendix I). As the teachers defined and described visual literacy
individually, two members of the group recorded everyone’s responses. These ideas and
reflections concerning visual literacy were further analysed and reflected upon by the
researcher during the data analysis (Appendix J) reported in Chapter 4.
Professional Development Day 2
During the second day of staff development the visual language from the textual
metafunction was addressed with visual analyses and deliberations such as the
following:
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•

Drysdale’s picture The Football Game was used to analyse instances of Given
and New structures in an image. What was on the left-hand side was related to
what was on the right-hand side in terms of the ‘Given’ information and the
‘New’ information.

•

The picture book Woodlore by Miller & Falla (1994) was shown to the
participants because it predominantly used vertical and horizontal lines
providing a sense of stability and harmony. The frames situated on the righthand side of the book were presented as the ‘New’ information and were related
to the dependent and embedded clauses within the written text itself. The Yew
tree dominated the meaning and message of the book and was situated in the
frame of the pictures in the first two pages in the position of the ‘Given’
information. The noun group ‘Yew trees’ was also shown to be the ‘Theme’
position in the written text thus collaborating with the visual text and
emphasising the message of the book (Day 2, au. 54-102).

•

Pictures of houses were used to illustrate meanings that perspective can
construct in terms of ‘offer’ and ‘demand’ of ‘goods, services and information’.
One house was a ‘frontal perspective’ which has the same effect of a person
with a front-on gaze demanding some kind of attention or interaction. This
house was demanding that prospective buyers consider purchasing the house.
However a picture of fibro cottages photographed in ‘polar perspective’, with
little frontal view, merely offered information about these older cottages for the
viewer to think about. (Day 2, au. 323).

•

Using the book Window (Baker, 1992), teachers applied terminology such as
‘framing’, ‘salient’ (whether the mother or the view was salient in the first
frame of Window), ‘foreground’ , ‘background’, and ‘middle ground’ (Day 2,
au. 1119 - 1239).

•

The semiotic concept of a syntagm was introduced with a political poster of a
family man who wishes to become a member of parliament. The two sets of
meanings, associated with ‘the politician’ and ‘the family man’ combine to
form the new meaning – the syntagm of ‘the friendly family politician’ who is
very popular to the public and for whom everybody should vote (Day 2, au. 385
- 391).
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The second day also included a planning focus whereby the teachers began planning
their own viewing lesson units and were given guidance in their choice of their picture
books. Using borrowed picture books they had time to deliberate about the possible
meanings, messages and visual language they could construct in the books. As already
mentioned, the teachers negotiated the focus of the research to be only the visual texts
as they were reluctant to undertake research in both areas.
Later in the second day Nina presented her version of the framework of visual language
as her way of ‘making sense of Colin’s model’. It was the first attempt by the teachers
to not only understand the framework but also to apply it to their own classroom
contexts.
As questioning was seen as an important technique in critical viewing, a resource was
provided to the teachers for designing the kinds of questions they need to ask their
students to elicit visual meanings, messages and ideologies. Model questions such as the
following were provided: ‘How is the author/illustrator representing the world?’ ‘What
is the text trying to do to me?’ ‘Who’s interests are being served by the text?’ ‘Which
voices or points of view are being silenced?’ Some of the questions were designed to
focus on the technical language of the visual literacy framework to give the teachers a
model for questioning using the visual metalanguage (Day 2, au. 472-476). The
resource also contained the different pedagogical approaches they needed for teaching
viewing – the need for modelled, guided and independent practice, the teachinglearning cycle and the use of the response genre (Rothery & Veel 1994). The teachers
then started the planning of their units in viewing for their particular classes. The
researcher supported their planning in a consultancy role.
Data were gathered during the two days of staff development including the teachers’
evaluation sheets, recordings of the sessions and work samples. The teachers’
evaluation sheets contained reflective comments on the day’s training concerning the
language for teaching visual literacy, the workshop activities, the depth of the visual
framework and their need for support in their implementation of the framework.
The evaluation sheets were scrutinized for issues and concepts the teachers had been
considering. Appendix J shows the researcher’s comments and reflections on the
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evaluations for Day 1 while excerpts from the study booklet are provided in the
following section.
The Study Booklet
The booklet is organized in three sections that explain how the visual grammar works in
each of the three metafunctions. For instance, the grammar in the section entitled
‘Interpersonal Relationships’ explains how interpersonal relationships are formed, and
how visual texts can include or exclude viewers according to certain socio-cultural
contexts. The following excerpts from the course booklet contain examples of visual
language from the sections entitled, ‘Interpersonal Relationships’ and ‘Textual
Meanings’.
Interpersonal Relationships
Colour saturation. Saturated colours are considered to be bold and tied to
emotions; they may be vibrant or aggressive. Unsaturated ones are softer and less
striking, or even dull and boring.
Colour hue. Red, orange, yellow and other similar hues are seen as warm hues.
Blue and other similar colours are seen as cool hues. Hue gives a good sense of
what is going on visually in a picture. It directs the viewer’s attention and can create
moods and feelings in an image and may complement the message the image gives.
Colour differentiation. Monochrome to full range of colours
Articulation of tone. Absence of tone difference to just black and white
Social distance. A close shot suggests personal or intimate relationships. A long
shot represents the participant as a stranger to the viewer. A figure cut off at the
waist suggests a person who might be an acquaintance or a neighbour. Cut off at the
knees suggests a close social relationship. A full page figure suggests a formal
business relationship. The meaning distance creates depends on the context of the
picture.
Attitudinal horizontal angle. The frontal view signifies involvement. The person
is wanting a ‘face-to-face’ involvement with the viewer. A side-on view signifies
detachment, the relationship of a ‘passer-by’.
Attitudinal vertical angle. Looking down on something signifies having real or
symbolic power over something or somebody. Looking up means that something or
somebody has power over the viewer.
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Proportion/scale. Proportion and scale can be used to set up meanings and
relationships which are commensurate with or negate the meanings found in the
written text.

The Grammar of Textual Meaning
Theme and Rheme, Given and New structures. Pictures may be arranged in a
Theme and Rheme, or Given and New structure simply by how they are framed,
organised or how a change in colour or line is made to operate separating one part
of the picture from another. Rhythm or colour configurations can serve the same
purpose.
Centrality or centre margin. Centrality or Centre Margin where the centre
position is the main idea and who or what surrounds the centre figure is dependent
on the centre becoming the extending element of the main feature in the centre. The
centre feature of the page can behave as the Given information or the New
information depending on the purpose of the illustrator. Sometimes the Given and
New at a written clause level may match the Given/New structure of the visual.
Centre of interest and the rule of thirds. A centre of interest is created where the
viewer has to follow the reading paths created in the visual by lines, shapes,
contours or colour changes. Once the eye rests, it rests on the point of most
interest, which is usually at the intersection of the lines of thirds.
Perspective geometry. Perspectives can be correct or incorrect at different angles
of viewing: polar perspective, parallel perspective and foreshortening.
Frontal isometric projection is highly acceptable for showing extended scenes.
Angular isometric is shown to be looking at the world from a sense of detachment.
Polar perspectives have non-parallel rectangles that recede into the distance at
intersections.
Offer/demand in perspective. Polar perspective tends to offer the object as
something to observe or as information. Angular isometric tends to show the object
still as information in an impersonal voice, but is offering more reliable
information.

An inservice course without continued professional support is ineffective, so certain
guidance was provided during Phase 2b, the implementation in the classroom. Each
participatory case study was provided with support involving team teaching,
demonstrations of critical analysis, suggestions for effective viewing, and times of
reflection and planning.
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Phase 2b: Implementation in the Classrooms – case studies, participant
observation, data collection and initial data analysis

Participatory Case Studies
The implementation of the framework of visual language in three classrooms was
operated as three case studies. Two case studies were Years 5/6 and the third was a Year
8 to extend the study into Stage 4.
Each case study was a case of how the teacher and students implemented the framework
of visual language in their viewing lessons. It involved planning, using what had been
learnt during the staff development days and collaboratively designing lessons in critical
viewing with colleagues and/or the researcher using the visual language of the
framework. Information was gathered according to the parameters set by the research
questions. The contributing questions for research question 3 were of particular
relevance to the study because they guided the observations during the study. These
questions are:
Question 3: What will happen when the teachers and students analyse visual texts, using
the language of the framework?
a. What language for viewing will be used during teacher-student
interactions?
b. How will the use of the framework language affect the students’ written
responses to texts containing visuals?
c. What teaching-learning strategies will the teachers use?
d. What factors will contribute to the critical viewing of texts containing
visuals?
e. What will the teachers and students say about using the language of the
framework?
f. What inhibitors will there be to guiding the students towards critical
viewing?
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When the students and teachers were engaged in viewing and when they used the visual
language of the framework this was recorded for later analysis in answer to Question a.
Similarly the written work samples of the students’ responses to visual images were
collected throughout the study for further analysis for Questions a and b. Lesson audios
and videos of viewing activities using the visual language helped provide answers to
Questions a, c, d and e. Teacher interviews and student focus group interviews provided
insights on all questions, especially Question e, because they revealed what the teachers
and students said about using the framework.
In each participative case study information was gathered to build a description of
what happened when teachers and students implemented the framework of visual
language during their viewing lessons. The specific kinds of data collection used in the
study are fully explained in the Data Collection section (p. 117). The type of data
gathered facilitated a deeper understanding of visual language and the viewing process
and conceptualising that later informed a theory of critical viewing.
In order for observations to be made during the case studies, as explained earlier the
researcher had to adopt a ‘participant observer’ role. More specifically this meant:
•

observing and collecting data;

•

participating as a fellow viewer within student groups still gathering data;

•

modelling visual analyses to groups or the class;

•

providing critical viewing questions;

•

teaching for and with teachers; and

•

collaborating in reflection, lesson ideas and activities etc.

Important features of the participatory case studies were participation, collaboration and
collegiality among the teachers and the researcher (see Appendix E). Teachers talked
through issues, shared planning and ideas, swapped resources and reflected with each
other and the researcher. Collaborative planning and sharing also happened in the
sharing days, teacher/researcher meetings and the staff development. The collegiality
and collaboration factors of Phases 2a and 2b had ramifications for how students
approached the collaborative viewing of visual texts in the classrooms. The following
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exemplifies the collaboration between Anne and the researcher to solve a problem in
visual analysis:
•

On 21 & 23/9 Anne was concerned about whether to mix critical literacy
questions and visual literacy questions in her teaching or to use them separately;

•

The researcher responded by discussing these issues with Anne during the
planning meetings (final teacher reports).

•

On 23/10 the researcher explained to Anne that viewers could use the language
of the framework to help them answer critical literacy questions, so that the
language of viewing and critical literacy is seen as an integrated whole. On the
same day there was growing evidence of students using the visual language and
being ‘cued into’ viewing.

•

On 2/11 & 3/11, the researcher taught a lesson on how to read gaze in visual
images and demonstrated using the language of the framework within the critical
literacy questions asked of the students.

•

On 6/11 and 11/11 Anne was ecstatic regarding her Year 8’s enthusiasm and
ability to use the visual language to answer her critical literacy questions.

Participatory case studies can be described here as the building blocks of theory
construction. In each case study data were collected ready for developing concepts and
categories. During the initial data analysis this took some time to develop as the
researcher became familiar with the data and established how they were to be analysed.
This is explained in the following section, ‘Initial Data Analysis’. The actual data
analysis process itself as it proceeded from the initial efforts in data analysis is
explained in Phases 3, 4 and 5 and is represented diagrammatically in Figure 9 (p. 146).
Initial Data Analysis
As the first raw data were being transcribed, sections were initially analysed for
episodes of data. Data episodes were explained in the section ‘Data collection and
Management’. The concepts emerging out of the data episodes were placed into
categories that appeared to be aligned with the research questions. At this the earliest
stage of the analysis the categories underwent a series of minor changes as the
researcher strived to identify episodes according to the research questions and at the
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same time attend to the conceptualisation that was emerging from the data. For example
‘Questions for critical literacy’ was a category because it was noticed that questioning
was a technique used for the purposes of critical literacy; e.g., ‘What message are you
getting through the use of colour?’ (Trans 3, au. 304), ‘What in the picture makes you
think that’s the message?’ (Trans 3, au. 432) and ‘What’s the effect (of the perspective)?’
(Trans 3, au. 375). As ‘critical thinking’, ‘matching visual and written grammatical
terms’ and ‘good quotes’ (telling what teachers and students said about critical viewing)
had arisen in the data these also became categories. Other categories were to do with the
research questions; e.g., ‘Activities for Viewing’ and ‘Metalanguage’. The initial
categories were:
Questions for Critical Literacy; Activities for Viewing; Pedagogy; Metalanguage;
Critical Thinking; Matching Visual and Written; Grammatical Terms – 5/6 and 7/8;
Good Quotes; and Writing Responses.

Through working with the data the categories were refined and made available to the
teachers. These new categories were:
Useful Grammatical Resources; Ideational Resources; Interpersonal Resources;
Textual Resources; A Meta-semiotic Language for Responding; Connection Visual/Verbal; Successful Questions for Critical Literacy; Critical Literacy;
Recommendations for the Framework; and Attitude of the Students to Learning
Visual Literacy.

Though far from complete, the first transcriptions, episodes and categories were made
available to the teachers during the sharing day (Appendix L). They revealed that the
students had used the language of the framework and had used it critically. The Year 8
teacher was very pleased with the content of her class’s transcription, and the level of
language they had used. However, the original tapes had been recorded while moving
from one classroom to the next, so that each tape had a mixture of classes. This meant
that the audio transcriptions could not be studied within the context of the individual
case study. The data from audio and video transcripts needed to be regrouped according
to the individual case study. Once this was done the data were more descriptive of the
individual case study and then could be analysed in context.
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Data Analysis
Searching the data for episodes using
the research questions in Case
studies Nina, Winston and Anne
(Commenced in Phase 2 Initial Data
Analysis)

Data Transcriptions
and Artefacts

PHASE 3
Questions: *

Research

* *

Data Episode(s)
Categories Template (from research questions)
for Case Studies Nina, Winston & Anne

Comparative analysis of case
studies & refinement of
categories

(Memos) Open coding of episodes to find:

Concepts

Written as
Case Studies

Concepts

Concepts

Concepts compared, contrasted and if necessary
reclassified according to research questions.

PHASE 4

Axial and selective coding of categories
and concepts of three case studies → the
‘Practices of Guided Viewing’.
Implications
for Teaching

PHASE 5

Axial and selective coding of categories and concepts from the
‘Practices of Guided Viewing’→ Emergent grounded theory
‘A Pedagogy for Critical Viewing’. Trustworthiness: linking theory
with data episodes.

Figure 9: Data Analysis
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The purpose of Phase 3 is to analyse the data in each case study and organise them as a
descriptive summary for each case. Figure 9 (p. 146) depicts the data analysis that
occurred during Phases 3, 4 & 5. The next section explains the data analysis for these
three phases of research design. As the initial analysis was exploratory the phases that
most impacted upon theory development were Phases 3, 4 and 5. For the purposes of
this report the data analysis as shown in Figure 9 will be explained in sequential order,
despite the fact that the data analysis was in fact rather synergistic, as shown by the
concentric arrows and the intermeshed gear wheels in the diagram. These metaphors for
the data analysis show the interconnectedness of the three case studies in terms of how
these were analysed and the conceptualisation that took place.

Phase 3: Data Analysis: case studies (Actions and Interactions –
individual and group levels)
The data analysis of Phase 3 is a look at the actions and interactions of individuals and
groups of individuals during viewing episodes. Phase 3 explains the data analysis
processes for each class. This is covered in the next section entitled ‘The Analysis of a
Case Study’ that explains how each case study was analysed and explains and
exemplifies the coding system in place. Then the section ‘Comparative Analysis of Case
Studies’ shows how the analysis of one case study was compared to the next until a
consistent template for analysing the case studies was achieved.
The Analysis of a Case Study
In Phase 3 of the data analysis each case study contained its own set of audio and video
transcripts of lessons, interviews and work samples as the main data sources, supported
by data from teacher reports, lesson scaffolds, a teacher’s reflective diary, the
researcher’s field notes, and charts of visual language. These sources of data were
examined for episodes of data which appeared to contain the visual language terms used
or the concepts related to the research questions. As mentioned previously, where
possible the episodes of data were grouped under the declarative form of the research
questions. All this can is shown diagrammatically in Figure 9 (p. 146).
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Having categorised the episodes as shown in Figure 9, the purpose of using the episode
was established and so, if visual terms were used within an episode, the purpose of
isolating such an episode was to examine how the visual language had been used. Hence
this kind of episode was closely scrutinized in terms of how the visual language was used
and how viewing was conducted. During the analysis the episodes were sometimes
recorded as verbatim quotes and at other times it was more convenient to paraphrase
them for the sake of brevity and continuity. As conceptualisations arose from the analysis
of data episodes, memos were written as a way of recording the researcher’s reflections
and conceptualising (as shown in Figure 9). The concepts embedded in the memo were
either connected to the use of the visual language or what the research questions (3 a to f)
were asking. Concepts from Case Study Nina (Appendix C) show these two aspects. One
set of concepts was related to the visual language being used while the other set was
more the contributing factors to critical viewing rather than being directly related to
visual language. They have been listed with their associated categories:
The visual language used during teacher-student interactions:
-

more focused (when using the language);

-

tandem terms;

-

freedom to view (their way into and through a picture).

Contributing factors to critical viewing:
-

critical questioning;

-

social literacy;

-

linking terminology with cultural meaning;

-

the interdependency of semiotic resources;

-

unexpected critical viewpoints.

Memos then, are reflective summaries of the concepts that arise from analysing data
episodes. In this study the reflective summaries of entire sections of the case study also
served as memos which provided concepts for Guided Viewing in Phase 4.
The process of conceptualisation described so far is the result of the coding process. The
concepts highlighted within the memos are expressed as a short one to four word
abstraction of what had happened within the preceding episodes. Researchers such as
Johnson and Christensen (2004), Punch (1998) and Strauss and Corbin (1992) refer to
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this process of conceptualisation as ‘open coding’ (see the centre part of Figure 9).
According to Strauss and Corbin (1998) open coding involves connecting and relating
concepts to fit the descriptive categories. As Strauss and Corbin (1990) advise, the
concepts were compared with similar concepts in other episodes and memos to see if the
concepts kept recurring. For instance, the concept of ‘tandem terms’ (the use of two or
more terms that constructed visual meaning together) seemed to emerge a number of
times within and across case studies. To illustrate open coding the following instances of
data analysis are provided. The episodes of data cited relate to the visual language term
‘gaze’ using The Whales’ Song (Sheldon & Blythe, 1993). The abbreviations in the data
episodes are ‘au’ (audio recording), ‘vi’ (video recording), ‘p. int’ (post interview) and
line numbers in the transcription for the case study.
The Whales’ Song (Sheldon & Blythe, 1993)
These episodes show the students using gaze to determine interpersonal
relationships, to determine direction and to describe facial expressions.
Gaze and interpersonal relationships
During an episode from the lesson on the Whales’ Song (Sheldon and Blythe, 1993)
Tamsin articulated the gaze between Uncle Frederick and Lilly.
Tamsin: You can see the gaze sort of the uncle and Lilly.
Colin: Yes.
Tamsin: And he looks angry.
Colin: Why does he look angry?
Tamsin: Because he’s pointing his arm up at the house and he’s bending
over (au. p. int 1285-9).
Elsewhere in another episode the students were asked in the focus interview, “Tell
me about how you find out the meanings in pictures?” Again a student makes
inferences about the interpersonal relationships between characters. Tamsin says, “I
can tell by the gaze of their eyes and the expression on their faces” (au. p. int. 16134).
In an episode from the focus Interview, Jemima mentioned that Nina had explained
eye contact, and the way the moonlight shines on Lily’s face (au. f. int 1629-32),
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while in another episode Adrian explained that “Uncle Frederick is the boss. These
two were happy before he came in, and the gaze is sort of like a mean gaze, because
he is sort of the boss and he’s overpowering” (au. p. int. 1733-36).
Gaze and direction
In one episode Colin is talking with Adrian, a student in Nina’s class. Colin
mentions the gaze between Uncle Frederick and Lilly in the 9th double spread in
The Whales’ Song, and connects it with direction Lilly is about to go home.
“You’ve got the gaze between her and him. The direction is the same as the gaze.
See that - to go home” (vi. 430). Adrian explains that this is a “sort of rebound”.
“There is a gaze between her and him, right? And he’s also pointing towards home.
Gaze and direction towards home” (vi. 438; au. 1306; see also Adrian’s written
response).
In another episode Mal from Nina’s class writes in his written response about where
the viewer is looking in terms of direction (8th double spread). “I am at the start of
the jetty looking out at the ocean, Lilly, the flowers, the horizon, and the clouds.
The picture generates a lot of hope” (Mal’s written response).
Gaze and expression
Gaze was often used to show the kind of facial expression. In one episode Adrian
shared with the focus group that Nina had told them about the kinds of expressions
on the faces of the characters, revealing whether they are mad or happy with each
other (au. p. int. 1627-32). In another episode his written response describes Lilly’s
expression as showing that she is serious, and that “her face stands out and
dominates the picture with stars twinkling in the background” (Adrian’s written
response).
In another episode when studying the second double spread Colin asked, “What
does the gaze tell you?” Different students responded explaining that Lilly is
trusting and believing of her grandmother (au. 2018-9; au. 1964-6; au. 311-3; au. p.
int. 1613-4).
Elsewhere, during another episode, the students described Lilly’s gaze as interested,
happy, intrigued or curious (au. p. int. 1410-43). Another episode shows the
students and Colin viewing the last picture of Lilly gazing towards the viewer.
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Colin asked the group, “What does the gaze tell you?” One student representing the
group reported, “We wrote that.... the gaze is staring at us and the gaze is telling us
to believe her.” Colin then asked what Lilly wants the viewer to believe. A student
replied, “The whales” (au. 293-314; See also au. 1962-71).

Memo
In these episodes from the data, it remains apparent that these students were intent
on their ability to analyse gaze for certain reasons. They did not just analyse gaze
according to distance or angle, according to how the character was looking or
gazing. They were thinking beyond the kind of gaze they were viewing. It had to do
with how the interpersonal relationships were being staged according to cultural
codes. The terms were culturally motivated – that is linked with cultural
meanings. Here the students described the expression on the character’s face or the
kind of gaze they were directing towards each other or the viewer, discerning who
was being manipulated. They were articulating their relationships to each other, and
what was liable to happen as a consequence. The character’s gaze was also
confronting the viewer, demanding they react in some way (e.g., believe her constructing social meanings and cultural messages). The other thing which
seemed to be happening in the data was that gaze may be paired with another visual
resource (tandem terms - terms semiotically interdependent); e.g., direction.
The eyelines between the characters, or from a character to another character, may
suggest to the viewer a direction either in line with the gaze or opposite to the gaze,
and so one student coined the term ‘rebound’. The students’ own terms were
valued and utilized functionally, as was the case with Uncle Frederick’s gaze
towards Lily when he is ordering her to go home.

Further examples of data episodes to do with Gaze and their associated memo and
embedded concepts from Case Study Winston follow. These episodes came from
recorded teacher-student interaction and a written response. The concepts are
highlighted within the memo.

Episodes: Visual Language Used
Gaze, sensing verbs, light, facial expression:
Student-teacher interaction:
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These two episodes show how students grapple with analysing the gaze of the main
characters in ‘The Whales’ Song’. The purpose of recording these episodes is to show
the benefit of pairing visual literacy terms with critical and analytical approaches to
understanding texts.
Gaze features very strongly in this picture book. The first episode begins with the
teacher recalling the visual term ‘gaze’ so as to begin the students’ collaborative
analysis of the pages 3 & 4. The students are really involved in constructing the
‘gaze’ of Grandma and Lilly. They become so involved that they almost act the role
of the characters as they collaborate with the illustrator in constructing what they
saw, felt and believed. These episodes from the transcriptions show just how
involved the students became in describing the gaze between Grandma and Lilly in
pages 3&4.

Colin: OK. We are going to look at what we call Gaze (vi. 491-92) …
Vicky: It’s like you said, she looks really interested but (motioning to
Grandmother with pencil) but Grandmother looks lovingly and as though
it’s true.
(Vicky really involved - body language and gestures.) Looking at Grandma,
Lilly and me.
Alice: It’s a true story (gazing at me with meaning) It’s like a fantasy…
Bryce: She’s looking enthusiastic and she’s just started the story.
Alice: (motioning with hands in an elliptical motion) Keep going - I want to
see what happens.
Colin: I want more.
Susan: Make it like make it really true (Denis tired but listening, but not
entering) (vi. 497-505).
The following episode examines Lilly’s gaze on the last double spread.
Colin: Have a look at the gaze of this girl – the last picture.
Alice: She’ s gazing at us.
Vicky: Well she is looking at us to say it is really true. She is staring at the people
who read this book saying it’s true what her grandmother said and it’s Uncle Freddy
as well.
Colin: What is the message she is trying to get across to the viewer?
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Vicky: That it’s true, um, if you believe
St: If you believe you can receive (au. 760-767).
During the above episodes the students were inclined to try to interpret what Lilly
was thinking by her facial expression or her gaze. In other words they were
interpreting the visual form of a ‘sensing verb’.
Colin: Again we see her gaze and we can almost sense her thinking, can you sense
that she is wondering. What is she thinking?
Alice: That her grandmother has come true… they are good at singing like jumping
(au. 740-744).
Student’s written response:
The purpose of noting one of the student’s written responses here is to show how she
was able to connect light with gaze and then gaze with meaning. Vicky’s response to
The Whales’ Song contained an analysis of the effect of the moonlight on Lily’s face as
well as the gaze of the Grandmother. She explains how Lilly is staring with her
face all lit up by the moon with her eyes wide open. She then tells the effect of this
facial expression. “It is as if she is saying ‘It’s true, it’s true’. What Grandma told me.
She is amazed. Surprised even.” She qualifies Lilly’s and Grandma’s gaze with “They
are shocked, stunned, amazed that he would say something like that.” Compared with
her first effort responding to One Less Fish, in her written response to The Whales’
Song, Vicky has made better use of visual literacy terms and has used them
strategically in her collaboration with the illustrator in her quest for meaning.

Memo
The above episodes tend to point out what can happen when students and their
teacher become involved in analysing (model viewers; teacher commitment;
engagement with the text) the pictures of a picture book, especially when
they have a language for deconstructing the desired meanings and interpersonal
relationships (visual analysis; semiotic constituents). Not only were they able to
talk about Lilly and Grandma’s gaze, they were also able to describe how the gaze
impacted on the viewer personally (i.e., create an interpersonal relationship) and
describe the emotional impact Lilly’s experience with the whales, had on Lilly
herself.

153

From the data it appears that there is little difference between analysing the gaze of a
person and applying the visual form of the sensing verb. When the students were
working out what the gaze was telling them, they often related what they thought the
person was thinking.
The benefits in pairing visual literacy terms with critical approaches to
understanding texts is more than apparent (a tool for critical analysis). The episodes
also tended to highlight the importance of deliberating and talking out (text) what
you mean as you use the visual terminology. As the students were given space to do
this they seemed to be better able to construct in their own minds the messages and
beliefs being foregrounded in the text.
In some cases during the episodes, the teacher was inclined to be eager and very
interested in sharing his own interpretations, so much so that some students didn’t
have the time to finish what they were saying. The other side of the coin here is that
most teachers wanted to keep the interest of the lesson moving (vigorous pace).

Examples of other concepts highlighted in the memos of Case Study Anne are:
‘connections using visual elements and their messages’, ‘sustained intensive analysis’,
‘the scaffold of questions’, Anne’s ‘enthusiasm’, ‘acceptance of their analyses’,
‘moving it along’, ‘students in control’.
So far the data analysis has concerned a single case study, but this is not to say that the
analysis of any one case study was totally separate from the other two. As the researcher
moved from one case study to the next the categories and conceptualisations were
compared one with the other and gradually refined to the purposes of the study .The
following section explains this process.
Comparative Analysis of Case Studies and Refinement of the Categories
While during the first case study analysis, categories were utilised that seemed to work
at the time, it was the set of categories for the second case study that became the most
effective for describing what the data episodes were saying. These were the categories
that were used on all three cases. Figure 9 (p. 146) indicates the constant comparison of
case studies in the Categories Template. The story of how the Categories Template
eventuated follows.
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The case study analyses began with Case Study Winston, using categories which were
seen by the researcher to be aligned with the research questions and the data (Appendix
C). For instance, the category ‘Procedure (How the books were used)’ related to the
research question ‘What teaching-learning strategies will the teachers use?’ and the
categories ‘What visual language did the students use?’ and ‘What visual language did
the teachers use?’ addressed the research question ‘What language for viewing will be
used during teacher-student interactions?’ ‘How did the use of the framework language
relate to the students’ written responses to texts containing visuals?’ connected to
similarly worded research questions.
The categories used for this case study were:
Procedure (How the books were used).
What happened when the teachers used the framework?
Descriptive summaries of the categories.
The teaching-learning strategies used.
What visual language did the teachers use?
What visual language did the students use?
How did the use of the framework language relate to the students’ written responses
to texts containing visuals?
Visual literacy language used by the focus group students in their written responses.
What did the teachers and students say about using the language of the framework?

Having written up Winston’s case study (Appendix C), it wasn’t until Anne’s case study
had been analysed that connections were made with a key concept, ‘The Practices of
Guided Viewing’. During the process of linking the major categories listed above to this
key concept the above categories were reduced to six, into what Huber (1995, p. 117)
calls ‘a template’. These revised categories described the data more efficiently and
manageably. For instance, treating the language of the teachers separately to the
language of the students neglected the interactive and collaborative nature of the viewing
process, and the memos had more to do with ‘The Language for Viewing Used During
Teacher-Student Interactions’ than language removed from its socio-context. Written as
statements, the new categories covered and subsumed most of the concepts or codings
contained in the earlier categories for Case Study Winston listed above. The new
categories for analysing the data were:
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•

The Language for Viewing Used During Teacher-Student Interactions.

•

The Impact of the Framework Language Upon The Students’ Written Responses
to Visual Texts.

•

The Teaching-Learning Strategies Used to Teach Critical Viewing.

•

The Contributing Factors for the Critical Viewing of Texts Containing Visuals.

•

What The Teachers and Students Said About Using the Language of the
Framework.

•

The Inhibitors to Guiding the Students Towards an Understanding of Visual
Literacy.

The new categories connected to the key concept ‘The Practices of Guided Viewing’
because they all had to do with and impacted upon what it means to practise guiding
students towards successful viewing of visual images.
When this template for ‘The Practices of Guided Viewing’ was used in Case Study
Anne, it was applied rather tentatively, to see if this method of analysis really worked.
This process was done by cutting and pasting data episodes directly into a Word
document using the above categories. As the data episodes were quite extensive at first,
they had to be reduced by focusing on the purpose of each data selection. For example
data episodes needed to focus on instances of the visual language in use, a teachinglearning strategy being used, an extract of writing showing a critical use of visual
language and so on. In the process the episodes for Case Study Anne were categorized
and analysed for concepts though the writing of reflective memos.
In Case Study Anne there was an additional sub-category, ‘semiotic propositions’, that
was the result of the researcher’s reflections on the semiotics of the viewing process as
displayed by Year 8 students. This was seen to be an integral part of all the case studies
and was re-categorised as part of ‘The Contributing Factors of Critical Viewing’.
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The new categories listed above for ‘The Practices of Guided Viewing’ appeared to work
for Case Study Anne. They seemed to reveal how the students were guided and
supported in their critical viewing of visual texts, and so the phenomenon of ‘The
Practices of Guided Viewing’ emerged. This process was replicated as the template was
applied in the same way to Case Study Nina. Theoretically the template may be applied
from one case study to the next, through the ‘constant comparison’ method as described
by Glaser and Strauss (1967, p. 21). The template of categories was applied yet again to
Case Study Winston and it was seen to closely align with the earlier categories used in
Winston’s case study, despite the presence of two new categories – ‘The Contributing
Factors for the Critical Viewing of Texts Containing Visuals’ and ‘The Inhibitors to
Guiding the Students Towards an Understanding of Visual Literacy’. Data episodes and
concepts from the earlier categories in Case Study Winston were seen to fit these two
new categories and provide the necessary concepts. (For instance the old category
‘Procedure How the books were used’ provided concepts for the category ‘The
Contributing Factors for the Critical Viewing of Texts Containing Visuals’; and ‘What
The Teachers and Students Said About Using the Language of the Framework’ provided
data concerning the category ‘The inhibitors to Guiding the Students Towards an
Understanding of Visual Literacy’.)
Even by this stage those ‘overbearing’ contributing questions needed to be finetuned
because the findings about the ‘practices of guided viewing’ were grounded in the data
and no longer connected definitively to the research questions. After analysing the three
case studies, the study itself had reached what Lincoln and Guba (1985) describe as a
point of redundancy because there appeared to be few new major findings illuminated in
the last case study, and there seemed to be little point in taking the data analysis any
further.
Each case study was analysed within its own unique context; that is, its own school,
students, viewing program and unique social-political climate, which called for slight
differences in the researcher’s analytical approach to the data. However, the six final
categories listed above unified all three case studies. This unity was supported even
further by the interconnection of categories, data episodes, and concepts for the three
case studies.
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How the Case Study Analysis Was Recorded
Each case study analysis was written as a report which can be seen in Appendix C.
The common elements in the writing of the case studies are as follows:
1. A description of the school providing the local demographic context.
2. An introduction to the class teacher.
3. A summary of the picture books used.
4. Procedure that explains how the books were used.
5. An indepth analysis of what happened when the teachers and students used
the visual framework to study picture books and media pictures. This part of
the report was organised under the categories referred to as the Categories
Template. The categories were:
a. The language for viewing identified in the data used during teacherstudent interactions.
b. The effect of the visual language on the students’ written responses.
c. The teaching-learning strategies used to teach critical viewing.
d. The contributing factors to critical viewing.
e. What the teachers and students said about using the language of the
framework.
f. The inhibitors to critical viewing.
An indepth analysis of what happened when the teachers and students used the visual
framework
As picture books and pictures were accessed for critical viewing in each case study, the
data analyses were organized under each picture book studied and also under a section
called ‘Pictures’ which were media images. The picture books studied in the case studies
were:
Case Study Amanda:
Window (Baker, 1992)
The Rabbits (Marsden & Tan, 1998)
Case Study Nina:
Window (Baker, 1992)
158

The Whales’ Song (Sheldon & Blythe, 1993)
Where the Forest Meets the Sea (Baker, 1987)
The Story of Rosy Dock (Baker, 1998)
Case Study Winston:
One Less Fish (Toft & Sheather, 1997)
The Whales’ Song (Sheldon & Blythe, 1993)
As mentioned earlier, the data episodes were categorised under the statement forms of
the research questions. Here, under the category ‘the language for viewing identified in
the data used during teacher-student interactions’, the episodes were further categorised
under the titles of the picture books and under the heading ‘Pictures’. The data episodes
were further categorised using the actual language terms used in the episodes. For
instance under the picture book Window (Baker, 1992) data episodes were categorised
under the visual language terms ‘Actions/verbs, do-er, done-to vector, trajectory’,
‘Known/Unknown and New/salience’ and so on. These terms were grouped as shown
because they coexisted within the viewing episodes studied. At the end of each group of
episodes a memo was written showing the reflections and conceptualisations of the
researcher as a result of open coding. The important concepts within the memos provided
the content of the summary ‘The Language for Viewing Used During Teacher-Student
Interactions’.
After the summary of how the visual language was used, the case study report then
focused on the impact of visual language upon the students’ writing of responses to
visual images. For this, the written responses of the focus group were used as sources of
data episodes containing visual language. These episodes were analysed using the same
open coding technique described earlier.
Before this was done, the focus group’s written responses had been analysed using
certain criteria as a guide. In this way the researcher became familiar with the content of
the responses and their potential for developing data episodes and conceptualisations in
the use of the visual language. The criteria focused on the students’ use of visual
metalanguage as well as the written language features of the response text type. The
assessment criteria for the written responses were:
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Purpose - the text describes and responds.
Consistency of theme.
Text structure - context, synopsis, description, opinion/judgement.
Technical language to analyse the picture to examine how it: sets up
relationships, makes meaning, is created as a text.
Technical language to work out the message of the author/illustrator.
Descriptive language - noun groups/adjectives, similes, metaphors and
adverbial phrases to modify technical language.
Connections between the meaning of the visual and the written texts.
Meaning level.
Grammatical level.
Critical analysis of the text; i.e., relates message to own context.
Appreciation/opinion/judgement.
Intertextuality.
Language to respond: complex, compound, simple sentences.
The Language of appraisal: affect, judgement, valuation, modality and
amplification.
Other Comments.
A part of the analysis included reflective summaries assessing how the visual language
was used, as well as comments comparing the students’ later work with previous written
responses. The findings of the reflective summaries about their written responses then
provided concepts for the categories ‘The Language for Viewing Used During TeacherStudent Interactions’ and ‘The Impact of the Framework Language Upon The Students’
Written Responses to Visual Texts’. These concepts were substantiated by written
episodes from the students’ work samples.
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Under the category ‘The Teaching-Learning Strategies’, there were descriptions of
strategies the teachers used for teaching critical viewing. Episodes of data from the
transcripts, interviews, the teachers’ lesson scaffolds and entire lessons or part thereof
were used for the conceptualisation process. The section in the report, ‘Procedures –
How the Picture Books Were Used’, was particularly useful for this category. The
memos indicated which strategies were used in viewing lessons; e.g., response guides
and cooperative group analysis.
For the category entitled ‘The Contributing Factors to Critical Viewing’, concepts from
other episodes under alternative categories were reconstituted as those factors
contributing to critical viewing; that is, the concepts from the memos under other
categories were reapplied to this category. Numerous data episodes were also cited and
analysed in the usual way using open coding. These factors were those approaches,
resources and conditions that were advantageous to the successful viewing of visual
images.
The data episodes under the category ‘What The Teachers and Students Said About
Using the Language of the Framework’ were taken directly from the transcripts of the
teachers’ and focus groups’ interviews. Some of the questions in the interviews
provided access to this data [e.g., For the teachers: ‘What parts of the framework did
you find most useful?’ (au. p. int. 2722) and with the students: ‘All this language we’ve
taught you comes from a model. Is it a good model for you to use or is it a waste of
time?’ ‘How has this model helped you write a personal response?’ (au. p. int. 150429)].
For the category ‘The Inhibitors’ (to guiding the students towards an understanding of
visual literacy), concepts came from the interviews as well as the teachers’ final reports.
The researchers’ own knowledge of the research context and observations was also
useful. For example the researcher was fully aware that the demands of consultancy
caused him to be absent for a couple of ‘information-rich’ lessons in Case Study Nina.
To summarise the indepth analysis of what happened when the teachers and students
used the visual framework, a summary is provided for Case Study Nina. It is tabulated
as Table 5 (pp. 163-4).
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Summary of results
Table 5 (pp. 163-4) provides a summary of the results of the analyses for Case Study
Nina complete with categories and their related concepts. This table substantiates what
has been outlined above and summarises ‘The Practices of Guided Viewing’ for Case
Study Nina. To elaborate on how this table came into existence from the data analysis,
the following explication is provided.
Within Table 5, under the category ‘The language for viewing during teacher-student
interaction’, the concept ‘intuitive knowledge and language valued’ appears.
This concept of ‘intuitive language’ came from reflecting and analysing certain data
episodes. For instance the students used common language for the term ‘attitudinal
angle’. This is seen in the description of an episode stating that, ‘The viewer’s own
language using terms such as “looking”, “talking down” and “leaning over” seemed to
adequately portray similar ideas’ to ‘high attitudinal angle’. It was also noted that Nina’s
students used intuitive knowledge to describe colour. Here is an episode that shows this
from one of the case studies concerning colour, using audio, video and written data:
When analysing a Water Board water conservation poster students decided that “bright
colours are over the message so that it is loud and clear” (au. 567-623, Katrina’s
written response). Colour was also linked to the environment. “This is a natural colour
for our environment – purples and reds” (au. 591 in 567-623). When analysing a flood
picture Tamsin decided that it had “bright colours blue, orange, yellow and green. The
message is that there are better still days ahead.” To which Nina replied, “That is
something I hadn’t thought about - well done” (au. 976-979).

Another episode from this same section in Nina’s study is described as follows:
Then the students were able to deliberate about the effects of light upon the images
photographed. In one of the flood pictures a student in the video footage sees that a
light is on in a room and is shining on the man in the picture. Jemima volunteers that he
looks grumpy. Another student adds, “because his house was flooded.” Colin asks,
“How does the photographer show that?” Both Colin and Jemima work out
collaboratively that it was done by “getting it up close” (vi. 54-60).
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The memo for these two episodes says that the students appeared to be using their own
‘intuitive knowledge’ and that the ‘viewer’s language was valued’. Also in Table 5 under
the category ‘Teaching-learning strategies’ the concept ‘collaborative visual analysis in
groups’ appears. The memo for the above episodes also mentions the benefits of the
‘collaborative’ efforts of the students and the teacher as they ‘jointly deconstructed’ a
visual image ‘in groups’ for its meaning. This was done with a language for viewing, but
not necessarily the language that was provided by the teacher.
Table 5: Case Study Nina - Results of the Analyses
The ‘practices of guided viewing’
What happened when the teachers and students interacted during the critical study of texts containing visuals
using the language of the framework?
The language for viewing during teacher-student interaction:
1. intuitive knowledge and language valued;
2. focused viewing;
3. cultural context of terms;
4. self awareness (of emotions);
5. tandem terms;
6. superficial analysis;
7. freedom in viewing; and
8. visual/written comparison.
Impact on students’ written responses to texts containing visuals:
1. analytical visual analyses and responses;
2. construction of messages;
3. options for visual analysis; and
4. scaffold of terms and questions gave structure and confidence - lifted their standard enormously.
Contributing factors:
1. modelling social literacy;
2. critical questioning that leads to the critical use of terminology;
3. visual language/culture connection (social literacy), meta-cultural awareness;
4. multiple viewpoints encouraged - seizing unexpected critical viewpoints;
5. teacher reflection – talking through the visual literacy covered and where to from here;
6. initial textual analysis important;
7. symbolism and culture;
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8. visual and written relationships – guiding questions to show how one text improves the other; and
9. interdependency of semiotic resources.

Teaching-learning strategies:
1. repeated modelling of terms;
2. shared viewing big book techniques (book stands);
3. charts of terms modified from framework for stage 3 students;
4. enhanced teaching and student learning by viewing;
5. collaborative visual analysis in groups;
6. the response genre staging helped students construct main message and form a personal opinion;
7. content of visual with written texts related;
8. role play for interpersonal terms;
9. local culture and contexts as ‘text user’;
10. world experience helps understand message, illustrator’s intent and form a response; and
11. initiating visual analysis - certain terms.
What the teachers and students said about the framework
Students:
1. framework helped describe what was happening in a picture. Nina’s questions and words helps you know
what you are talking about;
2. the language helps work out the message;
3. understanding of visual image helped by words;
4. doing things with the picture helped by language;
5. teacher’s explanation; and
6. difference in opinion about the picture acceptable.
Teacher:
1. framework useful for teachers and students;
2. discriminatory and personalised use of language for stage 3 (rest stage 4);
3. choice of books important - students identify purpose;
4. prepared modelling and knowledge of the book;
5. reflection, mentoring and collaboration;
6. positive effect of language on writers. improved detail and quality of answers to scaffold;
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7. written grammar related to visual text;
8. word lists, charts and word clusters;
9. digression allowed;
10. one stage of response at a time and share orally; and
11. high interest and rapid movement in lesson.
Inhibitors to students understanding of visual literacy:
1. generic staging can detract from students’ focus on critical viewing;
2. confusion between a few terms;
3. faulty equipment and low batteries caused some earlier data to be lost; and
4. limitations of access to other work samples for thesis because of focus group.

While the analysis of the above data episodes led to the concept of using intuitive
language for viewing, there were many other episodes linked with ‘The language for
viewing during teacher-student interaction’ that produced other concepts about visual
language. For example ‘cultural context of terms’, ‘tandem terms’, ‘freedom in
viewing’, and ‘visual/written comparison’.
All the results of the data analyses of each of the case studies were later combined into
an overall summary called ‘the Practices of Guided Viewing’. This stage of the data
analysis is Phase 4 of the research design. Phase 4 involves a gathering together of the
concepts that embody the common categories across the three case studies.

Phase 4: Data Analysis: Synthesis of the Case Study Analyses (action
and interactions – group, individual and collective levels)
Phase 4 was the process of drawing together all three case studies. The categories and
concepts listed in Phase 3 during the open coding for each case study were
interconnected and joined together as one summary that was interconnected and
organised around the core category ‘The Practices of Guided Viewing’. Johnson and
Christensen (2004, p. 283), Punch (1998, pp. 214) and Strauss and Corbin, (1990, p.
112) call this process ‘axial coding’. The categories that were interrelated and connected
are what is necessary for the practices of guided viewing to occur. The summary had
five main categories as follows:
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Language for Viewing.
Impact Upon Student Writing.
Contributing Strategies.
Teachers and Students Statements.
Inhibitors.
Figure 9 (p. 146) shows a set of three cogs that represent the case studies meshed
together. This depicts the interconnection of the categories that help construct the
‘Practices of Guided Viewing’. More specifically, in order for the students to be guided
towards successful viewing, they need to be introduced to and utilise ‘a Language for
Viewing’ visual images. This language for viewing enhances the students’ ability to
view texts and construct written texts that respond to pictures. The abilities to engage in
viewing and write visual responses are produced by certain ‘teaching-learning
activities’ in critical viewing. The case studies also indicate that there are certain
‘contributing factors’ that support the ‘practice of guided viewing’ – for instance,
critical questioning and collaborative analysis are such contributing factors.
As the category ‘teaching-learning activities’ connects closely with the category
‘contributing factors’, the two were combined as ‘contributing strategies’. These
‘contributing strategies’ initiate or drive the ‘Practices of Guided Viewing’. With the
category ‘What teachers and students said’, this was seen to add an element of validity
to the other categories and the overall summary of the ‘Practices of Guided Viewing’. It
contained concepts about the framework of visual language itself and how this was
taught to the students. Hence the metaphor of the three cogs in Figure 9 (p. 146)
indicates that the categories and concepts of the three case studies intermesh to become
the force that drives the Practices of Guided Viewing.
Table 6 (p. 167) shows the categories for ‘practices of guided viewing’. Only a sample
of the concepts is provided to illustrate the data analysis at this point. A full rendition of
all the coding for Phase 4 may be seen in Figure 10 (pp. 169-70).
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The combining of the three case studies was done by cutting and pasting memos and
summaries from the case study reports to a single Word document. The process
involved examining the memos and summaries for similar and identical concepts and
listing them under the above categories. So that the concepts would describe the
categories they were under, they were further categorised under subcategories. From
what was observed by the researcher in the case studies, the concepts within the
subcategories and categories in Phase 4 were represented in all case studies.
For the overview of how the main categories, subcategories and concepts were
organised for the Practices of Guided Viewing see Figure 10 (pp. 169-70). Under the
‘Language for Viewing’ certain concepts related to what the visual language was doing,
and so they were categorised under the subcategory ‘A tool for’. Other concepts
Table 6: The 'Practices of Guided Viewing' with Sample Concepts
The practices of guided viewing
Categories

Subcategories

Concepts (examples only)
Sub-subcategories (where
applicable)

language for viewing

impact upon student writing

contributing strategies

a tool for

visual analysis

language terms

cultural motivation

effect on viewers

in-depth systematic analysis

the written responses

improved structure

the viewer writer

construction of social message

teacher preparation

engagement with the text

modelled viewing

viewing process
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guided viewing

sub-subcategories:
critical questioning
text orientation
guided viewing scaffold
focused viewing
four practices of the viewer
collaborative analysis
role play/local contexts

teachers’ and students’
statements

independent viewing

individual critical viewing

teachers said

sub-subcategories: framework
teaching viewing – the
importance of

students said

sub-subcategories:
framework supported…
teacher gives…

inhibitors

teaching

generic staging

organization

faulty equipment

related to the ‘characteristics of the language terms’ and were placed under that
subcategory while others described the ‘effect upon viewers’ of the visual language and
were categorized accordingly.
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In the same way concepts under ‘Impact upon student writing’ were subcategorised
under ‘The written responses’ and ‘The viewer writer’. ‘Contributing strategies’ were
further sub-categorized under ‘Teacher preparation’, ‘Modelled viewing’, ‘Guided
viewing and ‘Independent viewing’ as the concepts connected with these main
strategies that contributed to the practices of guided viewing. Likewise the concepts
under ‘Teachers and students’ statements’ and ‘Inhibitors’ were further organized under
their subcategories of ‘teachers said’ and ‘students said’, and ‘teaching’ and
‘organization’, respectively. There were instances where subcategories had to be given
further subcategories to fully articulate their content. For instance ‘Guided Viewing’
had to be given the subcategories of ‘critical questioning’, ‘textual orientation’, ‘guided
viewing scaffold’, ‘focused viewing’, ‘four practices of the viewer’, ‘collaborative
analysis’ and ‘role play/local contexts’.
What Phase 4 contributes to the data analysis is an axial and selective coding of the
categories and concepts of three case studies. This provides an interactive summary of
what happened when the visual language was trialled in three classrooms and identifies
for teachers the practices they can deploy to teach guided viewing. However, upon
reflection and peer debriefing the researcher realised that the conceptualisations in the
‘Practices of Guided Viewing’ could be taken to another level of conceptualisation and
abstraction - that of a ‘Pedagogy for Critical Viewing’. This involved a close look at
the categories and concepts of Phase 4, selecting a more unifying and abstract
conceptualisation to represent all the categories and concepts of ‘Practices of Guided
Viewing’. It also involved reforming categories and interconnecting them among
themselves and with the new core category. How this was achieved is explained in the
following section, ‘Phase 5: Data analysis, grounded theory for a Pedagogy of Critical
Viewing’.
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Practices of Guided Viewing Continued
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Figure 10: A Summary of the Practices of Guided Viewing
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Phase 5: Data analysis, grounded theory for a Pedagogy of Critical
Viewing
So far the data analysis has been concerned with what was done in the action/interaction
phase of Strauss and Corbin’s (1990) conditional matrix. The ‘Practices of Guided
Viewing’ are an overall summary of Phases 3 and 4 and what had been accomplished
during the implementation stage of the study. The study could have stopped there but
the ‘Practices of Guided Viewing’ was not a phenomenon; rather it was an inventory of
how viewing was practised. Guided viewing was a tool for teaching viewing - the ‘how
to’ for teaching viewing. What appeared to be missing in this study was the knowledge
‘about’ viewing.
The participants and the researcher had been deliberating on, planning, teaching and
reflecting on the way viewing was taught using a language for viewing, and how this
related to critical literacy, but the phenomenon had not been fully realized.
‘Critical viewing’ was that phenomenon, the core category. Critical viewing seemed to
be the ultimate purpose for guiding students in the study of viewing using a language
for viewing. It had been the connecting factor between visual literacy and critical
literacy and seemed to be embedded in all the viewing from the very start. However it
did not emerge from the data analysis until later as the researcher tried to justify
‘Guided Viewing’ as a theory to academic colleagues. At that point its relevance as a
theory was interrogated and the researcher decided that ‘critical viewing’ was the
phenomenon that had emerged from the data analysis.
From the evidence that the data analysis provided in Phase 4, ‘critical viewing’ was
illuminated as the major concept of the study and at every turn within the memos and
data summaries, there were descriptions and references to the operation of critical
viewing. Strauss and Corbin (1990, p. 116) and Punch (1998, p. 216) call this process of
selecting the core category as ‘selective coding’. The selecting process delimits the parts
of the data and open coding that relate to the core category (Punch 1998; Strauss &
Corbin 1990). As critical viewing necessitates knowledge in critical viewing and its
application, it must also involve pedagogy, and so the core category became ‘A
Pedagogy for Critical Viewing’.
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Phase 5 then involved a reassessment of all the categories and concepts of Phases 3 and
4 to see how they could be connected with the new core category ‘A Pedagogy for
Critical Viewing’, in causal and attributive relationships (axial coding) (Johnson &
Christensen, 1994; Strauss & Corbin, 1990).
Once he was aware of the new core category the researcher created five diagrams that
were used to investigate the interconnections between the categories and concepts. The
concepts for these diagrams were taken directly from the ‘Practices of Guided Viewing’
in Phase 4 and they were regrouped into a new set of categories. The core categories of
the diagrams show a shift from the ‘Conditions for Critical Viewing’ to the
‘Phenomenon of Critical Viewing’ to ‘A Pedagogy for Critical Viewing’. How these
diagrams developed into a theory and how one diagram relates to the next is explained
as follows.
The researcher’s first diagram (Figure 11, p. 173) was a mind map that represented the
core category ‘Conditions of Critical Viewing’. Clustered around this core category
were categories that were seen as the necessary conditions for viewing to occur. They
entail specific knowledges to do with viewing, visual texts and visual language as well
as certain actions and interactions with the support of a ‘significant other’ viewer.
In the diagram, Figure 12 (p. 174) the core category was changed to the ‘Phenomenon
of Critical Viewing’ because the concept of critical viewing at this stage was viewed as
a phenomenon and all that that entailed. The ‘Language for viewing’, ‘Actions and
interactions’ and the ‘Significant other viewer’ were seen as the main conditions
necessary for the Phenomenon of Critical Viewing to occur. These conditions resulted
in certain consequences for the viewer. For instance the viewer was better able to write
responses to visual texts through the use of a visual language, and the students’ own
language was valued. At this point it must be emphasised that the earlier diagrams were
merely the researcher’s deliberations about the nature of the core category, the other
categories and the possible relationships between the core category and other categories.
Through constantly referring back to the Phase 4 summary of categories and concepts
(The practices of Guided Viewing) the researcher was able to firm up the diagrammatic
representation of the Phase 5 theory.
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Opportunity to talk out CV
Opportunity to focus one’s
viewing
Semiotic
interdepend
ence of t’s
Own world
knowledge +
intertextual history

Infuse Actions/Interactions

An awareness of the cultural
embeddedness of language

A knowledge of the cultural
constructedness of visual texts

A knowledge of social
constructedness of visuals

Semiotic constituents of visual
language

t’s give knowledge

A knowledge of the social
constructedness of viewing
process

Ts value st t’s

Conditions of
Critical Viewing
(‘t’ = terms
CL = critical literacy
CV = critical
Viewing
T = teacher
St = student)

A feeling of
confidence and
freedom
t’s provide means of
analysis
Terms help identify
(provide names)

A WAY IN

Questioning the text using t’s
Visual/Written:
•
addition
•
elaboration
•
negation

t’s must be linked with critical
analysis
CL must give t’s a purpose

Significant Other:
•
relied upon to be familiar with vis
texts
•
model CV what looks like and
language of CV
•
relied upon to provide guidanace –
questions, scaffolding
•
encourage multiple viewpoints
•
seize on unexpected
•
enthusiastic viewer

Guiding questions asked
using t’s and CL –
message, ideology and
position

A knowledge of the social constructedness of the viewing process:
•
an awareness of the semiotic and ideological potential of visual texts
•
an awareness of the semiotic constituents of visual texts
•
possess requisite language to meaningfully identify semiotic constituents
•
visual t’s give increasing knowledge of visual content

Figure 11: Diagram 1 Conditions of Critical Viewing
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Change in conditions:
•
Viewing part of English K-6
•
Lack of language for viewing
•
Reading and viewing mandatory
•
Viewing part of national curriculum

Phenomenon of Critical Viewing
(Theory: a set of statements about how CVg
works)

(CVg critical viewing, GVg guided viewing,
t’s terms, wtn written)
When strategies in
place the conditions
work

Action/interaction strategies:
•
Provide framework
•
Inservice teachers
•
Model CVg for Ts in classrooms
•
Support Ts and students in class
•
Curriculum model
•
Modelled Vg – terms, oral, written
•
Series of pictures written response
•
Guided viewing
–
jointly view, collaborative
discussion
–
T guiding message
–
Collaborative group discussion
–
Pooling ideas, questions
•
Scaffold with guiding Qs and t’s
•
Focused Vg:
- focus on t’s series of pics
- focus on one visual
- focus on one stage response
•
Independent viewing
•
Talking out CV
•
Group work:
•
- use of scaffold response Qs
•
– guides towards message, values &
ideology
•
Modify charts of t’s and Qs St3/St4
•
Response text type – inhibitor
•
A way in
•
Teacher preparation (familiar with
book, familiar with t’s, prepare
visuals, scaffolds and analyses)
•
Teacher reflection – reflection,
mentoring, reflective diary,
collaboration
•
Allow for vis/written connection
•
Role play
•
Local contexts
Future:
•
framework needs more
clarification/explanation for the
average teacher and support
•
Stage 4 framework as is
•
Stage 3 Selective use of framework –
integrate CVg with units

C
O
N
D
I
T
I
O
N
S

Language for viewing:
•
Vg focused
•
More confidence/freedom
–
social constructedness of visual
texts
–
language provided names
–
Ts valued students’ language
–
Language gave greater knowledge
–
Language provided ‘a way in’
•
terms culturally motivated
•
CL gave language a purpose
•
t’s semiotically interdependent
•
Guiding Qs leading to Cvg
•
Linking t’s with CL
•
Visual/written connection: Wtn/vis
grammar/elaboration/addition/change
•
Sts own world knowledge and textual
history (collaboration with illustrator)
•
Written grammar some coverage
•
Inhibitors: a few t’s confused e.g.
eyeline too many t’s short time
Significant other
•
Vigorous questioning
•
Ts involved with text
•
Ts accept sts analyses
•
Ts encourage multiple
viewpoints
•
Ts seize the unexpected
•
Ts focus on deconstruction
of mng and messages
•
Ts give suggestions
•
T enthusiasm

Consequences for those involved:
•
Practicality of 3 metafunctions except Nina
•
Students language valued
•
Intuitive language
•
Impact students’ written responses:
Language a tool for analysis
More analytical notes
More systematic
More underst of constructedness,
positioning, message, meaning &
ideology
more detailed, more indepth
improved writing skills
(modelling GVg) improved written
response
(scaffold Qs and t’s) structure
four practices of the reader, all,
subversion, alternative viewpoint,
analyst
(Language helped know what
talking about) connections meaning
and message, how positioned
(Collab analysis) trying out ideas,
more provocative, vigorous pace

Figure 12: Diagram 2 Phenomenon of Critical Viewing
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The key concept in the next three diagrams was ‘A Pedagogy for Critical Viewing’.
Because the key concept of critical viewing necessitated both knowledge in viewing and
practice in viewing, the researcher chose to use the term ‘pedagogy’ rather than
‘phenomenon’. The key concept was then interconnected with the categories and
concepts. As a pedagogy presupposes certain subject knowledges, the main categories
as shown in Figure 13 Diagram 3 (p. 177) became ‘knowledge about visual texts,
‘knowledge about viewing critically’ and ‘knowledge about visual language’. Pedagogy
also involves developing knowledges through teaching-learning experiences. In this
study the Pedagogy for Critical Viewing was developed through ‘critical viewing
experiences’ and through a ‘significant other viewer’. This resulted in certain
‘knowledge consequences’ in critical viewing for the viewer. The concepts for these
knowledges came directly from ‘The Practices of Guided Viewing’ in Phase 4.
Throughout all the diagrams there are common threads. These threads were maintained
in the researcher’s thinking as the pedagogy slowly took shape because they were seen
as prerequisites for critical viewing. There was always the need for a knowledge of
visual language and how to use it. There was always the presence of a significant other
viewer to guide the students. There were actions and interactions that provided
opportunities for critical viewing experiences in using visual language.
The last two diagrams (Figures 14 & 15, pp. 178-9) further clarified ‘A Pedagogy for
Critical Viewing’ by mapping the connections between the categories. In Figure 15 the
pedagogy finally contained categories that fulfilled certain ‘Ideational conditions’ and
‘Experiential conditions’ that are necessary for viewing to occur. These two kinds
of conditions are necessary for developing the ‘Viewing conditions’ that characterise
the successful viewer. All three conditions are necessary for developing a pedagogy for
critical viewing. Slowly the concepts from Phase 4 were applied to the categories as
shown in the diagrams so that there was the construction of ‘knowledge about visual
texts’, ‘knowledge about visual language’ and ‘knowledge about viewing critically’.
There was the construction of ‘knowledge through critical viewing experiences’ and
‘knowledge through a significant other viewer’. This led to ‘viewing conditions’ in
which the viewer successfully used the ‘four practices of the reader’ for viewing
(Luke & Freebody, 1999), used a ‘viewing metalanguage’ as a tool for viewing and
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became a participant in ‘a collaborative viewing community’. Again these conditions
and knowledges were articulated with concepts from Phase 4 as per ‘The practices of
Guided Viewing’. The ‘fit’ of the categories and concepts from Phases 3 and 4 of the
research with the theory became more plausible when the concepts accessed from Phase
4 substantiated the series of categories in ‘A Pedagogy of Critical Viewing’.
The theory of Phase 5 of the research design may be summarised as Figure 16 (p. 180)
‘A Pedagogy for Critical Viewing’. It shows the necessary conditions and the major
categories of the theory. All the categories and their concepts meet certain ‘ideational’
and ‘experiential conditions’. By actively participating in these two conditions the study
seemed to indicate that there is a third set of conditions, ‘viewing conditions’, in which
viewers receive ‘consequent knowledges’ that form the basis of a pedagogy for critical
viewing. The grounded theory in complete form is shown in Chapter 5. A brief
description of the concepts and categories in the theory is found in Appendix L.
The theory, ‘A Pedagogy for Critical Viewing’, and the summary of the case studies,
the ‘Practices of Guided Viewing’, have been interconnected as shown in Appendix V.
This was done using categories and subcategories and their related concepts. The most
important aspect of this table is that it shows that the theory of Phase 5 was related back
to and linked with the data episodes from the case studies. This establishes an audit trail
in the research design and ensures the trustworthiness and credibility of the findings.
Table 7 (p. 181) shows a much shorter version of the above Appendix and illustrates the
way in which the theory was connected to the data. The first column contains all the
categories and subcategories pertaining to the theory ‘A Pedagogy for Critical
Viewing’. Connected with this is a column containing all the related concepts of the
theory. These concepts are then linked with data episodes in the middle column. The
remaining two columns contain the categories and subcategories of the ‘Practices of
Guided Viewing’. This shorter table has a few sample categories, subcategories and
data episodes to illustrate how the linking process was done.
In conclusion, this part of the Methodology Chapter has presented the research design
and data analysis as five phases (shown in Figure 8, p. 133). The relationship between
phases has been explicated to show the involvement of each phase in theory
construction.
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A Pedogogy for Critical Viewing
Knowledge about visual
texts

Knowledge about visual
language

Cultural construction of
vis. texts. Cult. Signific’n

Social constructedness of
viewing process

Language to identify
constituents

Explication of visual
content

Semiotic and ideological
potential of vis. texts

Semiotic constituents of
visual texts

Correspondence with
critical analysis

Semiotic interdep’ence
Congruence of terms

Supremacy of visual
image

Interaction with written
texts

Cultural motivation

Knowledge about viewing critically

Visual and written
interaction

Knowledge through a significant other
viewer

Prior knowledge
Textual history

Visual metalanguage

Expert critical viewer.
Inservicing

Guidance and support
during viewing process

Intertextuality

Visual analysis
connection with message

Familiarity with visual
texts. Inservicing

Encouragement of
multiple vocality

Initial viewing textual
metafunction

Signification: beliefs and
values + world experie’e

Discriminatory choice of
language. Sug’ns offered

Modelling critical
viewing

Sustained intensive
analysis. Automaticity

Choice of books

Viewers’ lang., viewing
and innovation valued

Guiding Qs. Acceptance
of student analyses

Seizes unexpected anal.
and interpretation

Interest and participation.
Involvement in text

Disposition towards vg:
commit. and enthusiasm

Teacher reflection.
Collaborative planning

Knowledge through critical viewing
experiences
Modelled viewing

Terminology
Oral/written responses
Written response
Using pictures
Background of
illustrator/author
Author’s point of view
Modelled questioning
Viewing process
Sharing analyses
Stage at a time
Viewing like an
illustrator
Focused vg: one term,
one visual image

Guided viewing

Joint construction
Collaborative interactive
discussion
Pooling ideas and
questions
Questioning other
viewers
Talking out critical vg
Group work with
scaffold
Scaffold with guiding
questions and terms
Modified charts of terms
Student analyses
accepted. Encouragement
of multi-viewpoints
Focus on meaning and
message

Independent viewing: Individual analysis of
visual text. Indep. oral and written responses

Knowledge consequences: Critical
viewing
Four practices of viewer
Text analyst

Visual language as tools
for viewing

Superficial/sophisticated
analysis. Text
analyst/development of
oral/written response

Unpacks social and
cultural meanings
Visual analysis of text
Meaning construction:
enjoyment, confidence
and freedom

Visual understanding

Advantages of
collaboration

Critical connections
Language scaffolds
viewer

Supportive social
network. Testing of
ideas/mutual guidance

Figure 13: Diagram 3 A Pedagogy for Critical Viewing
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A Pedagogy for Critical
Viewing

Ideational conditions
Knowledge about visual
texts
Cultural construction of visual texts
Cultural significance
Social construction of viewing process
Semiotic and ideological potential of visual
texts
Semiotic constituents of visual texts
Supremacy of the visual image
Interaction with written texts

Knowledge about visual
language
Language to identify constituents
Explication of visual content
Correspondence with critical analysis
Semiotic interdependence
Cultural motivation
Visual and written interconnection
Knowledge about viewing
critically

Experiential conditions
Knowledge through a significant
other viewer
Expert critical viewer, guidance and support,
Familiarity with visual texts, encouragement of
multivocality, discriminatory choice of
language, suggestions in language, modelling
critical viewing, viewer’s language valued,
Guiding questions, acceptance of student
analyses, innovation and divergence
welcomed, disposition of commitment and
enthusiasm, reflection, collaborative planning
Knowledge through critical viewing
experiences
Modelled Viewing
Terminology, visual/written connection,
Written response, illustrator’s background
Author’s point of view, critical questioning,
Viewing process, shared analyses, viewing
like an illustrator
Guided viewing
Joint construction, collaborative discussion,
Questioning other viewers, talking through
critical viewing, group work, scaffolding
with guiding questions and terms, charts of
visual language, encouragement of multiviewpoints, focus on meaning and message

Prior knowledge
Textual history
Intertextuality
Connection between visual analysis and
Independent Viewing
message
Individual critical viewing
Initial viewing
Textual metalanguage
Signification
Knowledge consequences
Sustained analysis
Automaticity
Choice of books
Four practices of the reader
Superficial/sophisticated analysis, text analyst
Visual metalanguage – tools for viewing
Unpacks social and cultural meanings
Visual analysis of text
Confidence, enjoyment and freedom
Collaborative viewing community
Supportive social viewing network
Testing of ideas, mutual guidance
Visual understanding

Figure 14: Diagram 4 A Pedagogy for Critical Viewing

179

A Pedagogy for Critical Viewing
Ideational conditions,
the construction of knowledge about:

Visual texts
•
•
•
•
•
•
•

Visual language

cultural construction of visual texts
cultural signification
social construction of viewing process
semiotic and ideological potential of vis. texts
semiotic constituents of visual texts
supremacy of the visual image
interaction with written texts

•
•
•
•
•
•

language to identify constituents
explication of visual content
correspondence with critical analysis
semiotic interdependence
cultural motivation
visual and written interaction

Viewing critically
•
•
•
•

prior knowledge
textual history
intertextuality
connection bet. visual
analysis and message

•
•
•
•

•

initial viewing: textual metafunction
signification
sustained analysis
automaticity
choice of visual text

Experiential conditions,
the construction of knowledge through:

A significant other viewer

•
•
•
•
•
•
•
•
•
•
•
•

•

Critical viewing experiences

expert critical viewer
guidance and support
familiarity with visual texts
encouragement of multi-vocality
discriminatory choice of language
suggestions in language
modelling critical viewing
viewer's language valued
guiding questions
acceptance of student analyses
innovation and divergence welcomed
disposition of commitment and
enthusiasm
reflection collaborative planning

Modelled viewing
•
•
•
•
•
•
•
•
•
•

terminology
visual/written connection
written response
illustrator’s background
author’s point of view
critical questioning
viewing process
shared analyses
viewing like an illustrator
independent viewing:
individual critical viewing

Guided viewing
•
•
•
•
•
•
•
•
•

joint construction
collaborative discussion
questioning other viewers
talking through critical
viewing
group work
scaffold with guiding Qs
and terms
charts of visual language
encouragement of multi
viewpoints
focus on meaning and
message

Viewing consequences:
consequent knowledges in:

Practices of the reader
(Luke & Freebody, 1999)
• code breaker
• text participant
• text user
• text analyst

A collaborative viewing
community

A viewing metalanguage,
a tool for viewing
•
•
•
•

unpacks social and cultural
meanings
visual analysis of text
gives confidence
enhances enjoyment and freedom

•
•
•
•

supportive social viewing
network
testing of ideas
mutual guidance
visual understanding

Figure 15: Diagram 5 A Pedagogy for Critical Viewing
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All categories and their concepts are able to be interconnected within these five phases
in conditional relationships and part/whole relationships similar to the grounded theory
process as described by Strauss and Corbin (1990). Therefore the five research phases
are inter-related, interdependent and necessary for the construction of this theory in
critical viewing. Having provided the details of the research design as five different
phases of data analysis, the next section outlines how each phase of data analysis is
embedded in the previous phase.

A Pedagogy for
Critical Viewing

Ideational condition
the construction of know
Visual text

Visual langu

Viewing crit

Experiential condition
the construction of knowle
A significant other viewe

Critical viewing experien

Viewing consequence
consequent knowledge

Practices of the reader
(Luke & Freebody, 1999

A viewing metalanguage
a tool for viewing

A collaborative viewing
community

Figure 16: Summary of a Pedagogy for Critical Viewing
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Table 7: Linking A Pedagogy for Critical Viewing with Data Episodes
Abbreviations: au: audio, vi: video, CSA: Case Study Anne, CSN: Case Study Nina, CSW; Case Study Winston; p.
int: post teacher interview; wtn resp: written response; mng: meaning; vis: visual; mess: message; CL: critical
literacy; vg: viewing; ill: illustrator; auth: author; gr: group; wk: work
A Pedagogy for
A Pedagogy for
Data Episodes
Practices of
Practices of
Critical Viewing
Critical Viewing
Guided Viewing
Guided
Categories and
Concepts
Categories and
Viewing
Subcategories
Subcategories
Concepts
Experiential conditions, the construction of knowledge through:
Critical viewing
experiences:
Modelled viewing
Visual written
semantics and meaning level: au.
connection
339a; au. 447-454a; au. 459-467a
(CSA, p. 120-21)
au. p. int. 1606-7; au. 979-86; au. p.
int. 1330-60; vi 489; au. p. int.
1000-40; Nina’s scaffold The
Whales’ Song; vi. 18, 264 & 483;
au. p. int. 2841-45 (CSN)
au 83-92; vi. 169-88; adverbials
wtn/vis au. 517-38; vi. 452-80; au
83-92; au. 393-396 enlarged vis
text; gaze connect with wtn au.
2953-55; Kaleidoscope of vis &
wtn: written resp On a Winner Alice
and Vicky: au. 2918-21 (CSW)
Viewing conditions consequent knowledges in:
Supportive social
See Gaze pictures above
A collaborative
viewing network
au. 1874-1908; Kathy student
viewing
written response; Nigel and Geoff’s
community
collaborative response (CSA, pp.
113-4) vi. 588-592; au. 763-770; vi.
559-570; au. 296-306 (CSA, p.
111).
Kylie’s work sample: Actions,
speaking and thinking occurring in
pictures (CSA)
au. 558-564; au. 1534; au. p. int.
1528-52; au. 2796-7; au. p. int.
2796-2805; au. 541-583; Nina’s
scaffold; au. p. int. 2810 (CSN)
vi. 676-681; 641-83; collaborative
support for each other’s
construction of deeper mngs; vi.
549; vi. 391-408; vi. 487-505; au.
760-7; au. 1183-8; au. 1640-71; au.
1972-5 (CSW) technical language,
modal verbs, attitudinal wds wk sh
Denis, Vicky, Bryce (CSW)

Language for
Viewing:
A Tool For:

Establishing
visual/written
connection

Contributing
Strategies:
Guided viewing:
Collaborative
analysis:

Group
discussion
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10. The Embeddedness of the Data Analysis
The phases of the data analysis were seen to be embedded in each other. Toffler (1990,
p. 18) has a similar notion where the raw data was a mass of ‘unrelated facts’ out of
which came the embedded information which was ‘meaningfully patterned’, from
which emerged the Knowledge. For instance the raw data in Case
Study Anne may not be unrelated facts. But within the sequence of episodes examining
the picture book Window (Baker, 1992) there is an episode in which Anne explains to
the class the semiotic interdependency of three visual language terms for the creation of
meaning (au. 270-290). This became information embedded in the raw data. It became
knowledge once it was connected with other instances of semiotic interdependency and
then became an aspect of critical viewing.
Diagrammatically Figure 17 (p. 182) shows the embeddedness of the data analysis
process beginning with the raw data (Phase 2), the information (Phase 2), the
knowledge (Phases 3 & 4) and the theory (Phase 5). These embedded levels of
abstraction have been linked with the five phases of research design as described earlier,
and are connected with the different coding processes that lead to a theory for ‘A
Pedagogy for Critical Viewing’.

Samples of raw data – e.g. recordings, work samples, field notes, evaluation sheets,
diaries, videos etc. - Phase 2
Information – open coding - case study implementation - Phase 2

Knowledge – open and axial coding – case study
analysis - descriptive summary of ‘practices of guided
viewing’ - Phases 3 & 4
Grounded theory – axial and selective
coding - ‘a pedagogy for critical viewing’
- Phase 5

Figure 17: Explaining the Embeddedness of the Data Analysis Process
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11. Maintaining Trustworthiness
Qualitative research relies upon the efforts of the researcher to ensure its trustworthiness
and validity. Qualitative research methodology ensures validity through on-site
observation over an extended period of time and the analyst’s intimate knowledge of the
field data (Bogdon & Biklen, 1992; Glesne & Peskin, 1992). Its inbuilt elements of
trustworthiness are better than any externally imposed validity tests (Glesne & Peskin,
1992). The trustworthiness of this study is ensured in the following manner.

Recognition of Bias
A distinguishing feature of qualitative research as opposed to quantitative research
paradigms, is that qualitative researchers will recognize the influence of their biases,
values and beliefs in the research as well as those of all the participants. In this study the
researcher brought values and beliefs to the investigation and stated them openly
because he realized that researchers operate within their own sensitivities. This report
also is not without such influences from the researcher’s own beliefs and sensitivities.
The researcher informed the teachers of his beliefs in the concept of critical literacy,
mentioning certain aspects of poststructuralism and postmodernism that were useful in
informing approaches to critical viewing. At the same time a belief in exercising caution
when applying postmodern principles was also expressed both to the teachers and
within the literature review of this report. Appendix A details the theoretical
underpinnings of this research including postmodernist and constructivist notions of
literacy and learning.
The researcher’s educational experience and tacit knowledge was also brought to the
study, especially when critical viewing issues were raised and pedagogical practices
were suggested that would support the study. For instance, the researcher emphasized
the need for modelled, guided and independent practice in teaching literacy, a belief in a
metalanguage for talking about visual literacy, and the need to use curriculum model
processes.
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As far as the teachers were concerned, they too brought their beliefs, values and
experiences to the study. During the training period the teachers were given ample
opportunity to discuss matters concerning their position on literacy, visual literacy and
learning. Opportunities to discuss these matters were either planned (e.g., the
opportunity to define and describe visual literacy), or they occurred naturally as part of
‘talking through’ their viewing practice, their need for a metalanguage or their need for
a pedagogy for teaching viewing critically. Teachers were seen deliberating,
challenging and questioning each other and themselves, about the whole process of
viewing. The dialogue between secondary and primary teachers provided a valuable
interface for ironing out ideological differences between Stage 3 and 4 teaching
pedagogies (Colin, Anne, Nina, and Head Teacher: Final Project Report, 1999).
So far the need to recognize one’s bias in research has been discussed and related to this
study. The research itself as a process and as an outcome needs to address issues of
trustworthiness which concern transferability, dependability, credibility and
confirmability.

Components of Trustworthiness

Transferability
In this study transferability is possible because there have been multiple data sources
and multiple data contexts, and because a grounded theory has emerged from a diverse
range of case studies. That is two Stage 3 classes that differ in composition in many
ways and which come from completely different schools, and one Stage 4 class from a
unique performing arts secondary school which is different again to the contexts of the
other two classes. Therefore, there has been enough variation within the context of the
classes and students to encourage the transfer of the findings to other situations. Finally
the theory has a high level of abstraction in the concepts which make up the conditions
for having a pedagogy for critical viewing. These prerequisites for transferability are
defined by Punch (1998).
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Dependability
The theory constructed in this study is dependable because, having evolved the data
categories and data coding, these were found to be stable over the latter period of the
case study analyses. Also the multiple data sources converged to say the same kinds of
things within the overall summary of the case studies as well as within the grounded
theory of Phase 5 (See Punch, 1998).
Credibility
The findings of the study are credible because the data analysis template has been
applied, reviewed and modified until all the data fitted, also allowing for negative
instances of the data. Credibility is also maintained in the concluding chapter when the
findings are substantiated, not with data already quoted, but with fresh data adding an
extra element of reliability to the findings.
Confirmability
The study has confirmability because the categories are interdependent and
interconnected (Guba & Lincoln, 1989). The categories of ‘Knowledges about:
visual texts’, ‘Knowledges about: visual language’ and ‘Knowledges about: viewing
critically’, all are interdependent, so that each needs and confirms the others. The
categories ‘The construction of knowledges through: a significant other’ and ‘The
construction of knowledges through: critical viewing experiences’ also depend on the
preceding knowledges to be in place, while consequential ‘viewing conditions’ are the
result of the previous knowledges and experiences within the ideational and experiential
conditions.
As well as having these essential components of trustworthiness, this study needed
specific ways of ensuring trustworthiness as follows.
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Ways of Ensuring Trustworthiness

Member checking
Copies of the case study reports were shared with the relevant teachers, giving them the
opportunity to identify anything they felt may be incorrect, and to respond with
personal comments (Guba & Lincoln, 1989).
The audit trail
Evident connections were established through grounded theory between data, critical
episodes, memos, concepts, categories and the theory (see Lincoln & Denzin, 1998;
Lincoln & Guba, 1985). The knowledges and experiences, and the concepts that make
up ‘A Pedagogy for Critical Viewing’ can be traced back to the memos and their
embedded concepts used to summarize and reflect upon episodes of data within three
case studies.
The connectedness and embeddedness of the audit trail are evident in the accounts given
of the five phases of the research design and the linking of the theory with the data
episodes. Above all the audit trail was substantiated through the theory that emerged
after having been grounded in first-hand accounts and observations in the real world of
teaching critical viewing in the classroom (see Lincoln & Guba, 1985). This was
verified through linking the categories, subcategories and concepts of the theory with
the data episodes themselves.
Generalizability
Strauss and Corbin (1990, p. 251) state that ‘the purpose of grounded theory is to
specify the conditions that give rise to specific sets of action/interaction pertaining to a
phenomenon and the resulting consequences. It is generalizable to those specific
situations only’. Strauss and Corbin (1990) explain that the more systematic and
widespread the sampling is, the more conditions and variations will be built into the
theory. This will create more generalizability. The theory developed in this study is
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only generalizable to the specific situations of the case studies cited. However, the
theory may be applied to other case studies if the conditions as described in the different
phases of the study are similar.
Recursiveness
The episodes of raw data, concepts and categories needed to be revisited at different
times to justify interpretations, fill in gaps or follow up new connections (See Guba &
Lincoln, 1998). This happened as the case studies developed into the constituents of
guided viewing, and finally as a ‘pedagogy for critical viewing’ emerged from the case
studies. This also happened during the implementation phase as we consulted our
observational knowledge (Appendix G), Nina consulted her reflective diary, the
researcher referred to his field log and reflective diary, and as we deliberated in
planning individually or collaboratively for the next lesson.
Triangulation
Qualitative research is largely eclectic in its data collection and analysis, which
facilitates cross-checking the accuracy of the data collected. Triangulation refers to the
cross-validation of data among different sources and different types of data. It prevents
the investigator from accepting too readily the validity of initial impressions, and
enhances the scope and clarity of data analysis and of the ensuing constructs (Goetz &
LeCompte, 1984; Kellehear, 1993; McMillan & Schumacher, 1984). The data collected
from the teachers and children in this study were varied: interviews, observations, audio
recordings, video recordings, field notes, two diaries, and artefacts. The categories and
theory itself emerged from data collected from these multi-sources and, as noticed in the
data analysis, it is possible to cross-check many of the codings across two or more data
sources. For instance, many of the memos written during analysis interrogated audio,
video and or written texts from the data.
Academic advice
Sources here included experts in the area of language and literacy. These people
responded to my framework of visual language, and made suggestions for its
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improvement or commented on its application in the classroom. In the latter stages of
the study, advice from academics assisted in recommendations for data analysis.
Academic members who provided support included academic staff at the University of
Wollongong, Sydney University, The University of London, The London College of
Printing, as well as a colleague who was a consultant for the Department of Education
and Training.

14. Conclusion
This chapter has explained all aspects of the research methodology employed in this
study. This qualitative research has used a constructivist paradigm in which three case
studies have been investigated for the application of a framework of visual language for
critical viewing. This has been done through case studies, participant observation and
grounded theory.
The different sites and participants have been described and related to the purpose and
aims of the study. Strauss and Corbin’s (1990) Conditional Matrix has been represented
in its many contexts and from it the research design evolved in five phases. Among the
contextual changes in Phase 1 there were changes to national and state curricula and
there was a need for a comprehensive visual language for viewing. Once this was
provided in this study, Phase 2 involved meeting staff development needs for the
teachers in three case studies in using the visual language for critical viewing. It also
involved the researcher supporting them in the implementation of visual language for
critical viewing and collecting data as a participant observer. Phases 3 and 4 involved
the data analysis leading to ‘The Practices of Guided Viewing’ in Phase 4 and a
grounded theory in Phase 5.
Data collection and sampling techniques were outlined in this chapter to show data
sources and how schools, classes and teachers, picture books and case studies were
sampled. Data coding techniques, preparation and management were explained, as well
as important issues regarding the components of trustworthiness and the ways in which
trustworthiness was addressed in this study.
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The purpose of this study was to develop a grounded theory in the pedagogy for the
critical viewing of visual texts. Before this was achieved a framework of visual
language for critical viewing had to be devised and an investigation into the
implementation of the framework of visual language for critical viewing had to be
completed. This then led to the construction of the grounded theory. Chapter 4 shows
the results of this investigation from Phases 1 to 4 of the data analysis ending with the
‘Practices of Guided Viewing’. Chapter 5 develops the theoretical component of the
study as Phase 5 of the data analysis and presents a discussion relating to the
implications of the theory for others interested in pursuing the area of critical viewing.
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CHAPTER 4

Results of the Study

Introduction

This chapter is a major one in this report, covering four of the five phases outlined in
Chapter 3 in the Research Methodology. Each phase of the research design will be
summarised in the chapter ending with an overall summary of the ‘practices of guided
viewing’ which draws together the major findings under five categories. The fifth
phase, on how the theory emerged from the previous phase, will be covered within
Chapter 5.
The five phases for the development of ‘a pedagogy for critical viewing’ have been
reproduced in Figure 18 (p. 191) for the convenience of the reader.

Phase 1: Changes in Social, Political and Organisational
Conditions
Introduction

This section explains the community emphasis on the visual mode of semiotics,
Australia’s national curricula mandate on viewing, the response to national curriculum
statements, the response to state syllabus documents and the completion of a framework
of visual language. In this way the report for Phase 1 details a socio-political context for
Research Question 1, ‘What kind of framework of visual language will serve as a
starting point for teachers and students as they view texts containing visual images?’.
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The Five Phases of Research Design
Phase 1
Changes in national, community,
organisational and institutional levels
Design of a framework of visual language
Phase 2
Actions and interactions:
sub-organisational, sub-institutional,
individual and group levels
Phase 2a.Professional development
Data collection/analysis
(Actions and Interactions - suborganisati
subinstitutional, individual and group lev

Phase 2b.Implementation in the classroo
Case studies, participant observatioon
Data collection Initial data analysis
(Actions and Interactions - suborganisation

Phase 3
Data analysis: case studies
(Actions and interactions individual and group levels)
Phase 4
Data analysis: Synthesis of case study a
(Actions and interactions individual and group levels)
Phase 5
Data analysis: grounded the
for a pedagogy of critical view
emerges

Figure 18: Five Phases for the Development of a Pedagogy for Critical Viewing

As there was a community emphasis on the visual images for communication, the
national curricula mandated the teaching of viewing resulting in the states also
including viewing as part of reading in their syllabuses. The response to state syllabus
documents was that teachers were willing to teach viewing but lacked a comprehensive
visual language and support in teaching viewing. A framework of visual language was
therefore designed and that needed support as provided in this study.
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Community Emphasis on Visual Mode of Semiotics
The Literature Review in Chapter 2 discussed the emphasis on visual texts that
contemporary society now places. Kress and others argue that the visual form is now the
preferred mode of communication over the written form (Durie, 1997, p. 92; Kress,
1997, pp. 4-5; Quin et al., 1996, p. 2). Viewing may become problematic when viewers
take the illustrator’s view of the world as natural and normal.

National Curricula Mandate Viewing
Certain changes in society have occurred with a shift to visual meaning rather than
written. This has impacted upon political and organisational conditions, whereby
curricula at national levels have mandated the teaching of viewing.
At a national level in Australia the Department of Education, Science and Training
(1994) has included viewing as part of the curriculum. In English – a curriculum profile
for Australian Schools (Curriculum Corporation, 1994, p. 59), Outcome 3.8a is,
‘Integrates a variety of strategies for interpreting written and visual texts’ and Outcome
4.7 reads, ‘With teacher guidance, identifies and discusses how linguistic structures and
features work to shape readers’ and viewers’ understanding of texts’.
In the activities sections of this national curriculum, a lack of a language for viewing is
noticeable with only a few terms offered for the study of film or other visual texts.
Viewing has been included in Australia’s Commonwealth Government’s literacy
resources available through the Curriculum Corporation. For example, these resources
have sampled viewing activities for picture books such as Gallipoli Landing. However,
there is a curious absence of viewing in the Commonwealth’s National Literacy and
Numeracy Plan for Years 3, 5 and 7 [Online] (2002), which the Commonwealth, State
and Territory Education Ministers have all endorsed.

Response to National Curriculum Statements
In response to Australia’s national curriculum statements, Australian states have
included viewing into their English syllabuses and outcomes statements, as illustrated
below:
192

•

The Department of Education Queensland, as early as 1994, has included visual
language alongside spoken, written, nonverbal and auditory language, but with
no systematic framework of language terms (English Syllabus Years 1-10,
1994, pp. 10, 12, 25 & 43).

•

The NSW English Syllabus contains viewing with little language for studying
visual images. For instance, RS3.8 states, ‘Identifies the text structure of a wider
range of more complex text types and discusses how the characteristic
grammatical features work to influence readers’ and viewers’ understanding of
texts’. Other indicators offer some visual language such as camera angle, viewer
position, colour, size, and shading in a visual text to construct meaning.

•

The Tasmanian Department of Education’s (2003) response to the national
curriculum statement on the development of new technology, was to include
viewing in their Outcomes and Standards Document with a strong focus on the
development of critical literacy with visual communication practices at five
outcome standards. The document notes differences between visual and written
texts, as well as learning about the structures and features of visual texts. It
offers a framework of language for visual literacy but with limited terminology.
The major emphasis seems to be on critical literacy.

On the other hand the Victorian Department of Education makes little or no mention of
viewing in their literacy statements on their web site, or in their Curriculum and
Assessment Authority statement Levels 1 & 2 [Online] (2002).

Response to State Syllabus Documents
There have been two major reactions to the inclusion of viewing in Australia’s states’
syllabi:
First, teachers’ resource books have appeared on the market to offer support and
assistance to teachers in the teaching of viewing. These have been reviewed in detail in
Chapter Two’s Literature review. These resource books either provide approaches to
critical literacy using visual images for their focus, with some language to support their
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viewing practices, or they remain strictly on a critical analytical level without providing
a metalanguage for critical viewing.
The second major response to the mandated inclusion of viewing in school curriculums
concerns how the inclusion of viewing in state literacy and English assessment tests has
affected students. In New South Wales alone, the Department of Education and
Training’s Basic Skills Test in Reading and Writing for Years 3 & 5 (1998-2002) the
English Literacy and Language Assessment Test for Years 7 & 8 (1997-2002), and the
Higher School Certificate in Standard and Advanced English (2001-2002) have placed
substantial viewing demands upon students. These tests require them to analyse,
understand and respond to visual texts and media, largely without having had access to
a visual metalanguage, and without the necessary experiences of modelled viewing
processes.
From an examination of National and State syllabus and curriculum documents, there
emerged a need for a theoretically based comprehensive framework of visual language
for the purposes of critical viewing. This study responded by developing a visual
language framework because teachers and students needed support in developing a
visual metalanguage. Building on this information, this chapter now explains the
framework of visual language that this study developed.

The Framework of Visual Language
As outlined in the Literature Review there were four sources of visual language for the
framework of visual language - semiotics, linguistics, visual arts and visual perception.
The terms chosen constitute a visual grammar that functions as a metalanguage for
analysing visual texts and the way in which they construct meaning. Meaning is
constructed through the three metafunctions of the framework: the ideational,
interpersonal and textual. Visual language helps viewers identify the ideas presented
visually, construct interpersonal relationships among the participants in a picture as well
as with the viewer, and understand how the visual is organised as a text in order to
create meaning. The visual language of the framework also functions in other ways.
Both visual and written language terms are provided to facilitate awareness of
interactive and multi-modal nature of meaning construction. This allows the viewer to
194

explore the interactions and connections between visual and written language systems in
the creation of meaning. The framework of visual language also allows the viewer to
choose language according to hierarchical levels of specificity so that meanings can be
related from the whole picture level down to the member level and back again.
To see how the framework of visual language (provided in Table 8, pp. 201-3) supports
a viewer in analysing a visual text, an example of a visual analysis follows. What is
important to remember is that viewers bring their own beliefs, attitudes, world
knowledge and cultural experiences to visual texts, just as they do with written texts.
What viewers bring influences ways in which they construct meaning from the visual,
as do the beliefs, attitudes and socio-cultural backgrounds of photographers or
illustrators who create the visual texts. Creators of visual texts make choices about who
and what is put into a picture, how it is arranged and framed and what cropping occurs –
what is left out of the picture. All these choices shape the ideological messages in a
picture. With this critical approach to viewing in mind, a visual analysis has been
provided for Figure 19 (p. 196) which is one of the illustrations provided at the end of
the thesis.
Plate 2 is one of a series of pictures of the Illawarra floods taken in 1998 by Illawarra
Mercury photographers. These floods had a lasting impact upon the lives of many
residents in the Wollongong area. The picture and the written caption have been
analysed ideationally, interpersonally, textually and semiotically for the meanings and
messages available to the viewer. The possible implications this analysis has for critical
viewing are then addressed.
Ideationally the central theme of this picture appears to be aligned with the main
heading ‘OUR WEEK AWASH’ and the ‘topic sentence’ ‘Keiraville residents clean up
as floodwaters continue to course through their property’. At the ‘episode level’, there
are two residents depicted in the photo doing something. They seem to be digging with
a spade and a pick. What they appear to be doing is the visual form of an‘action verb’
complete with the ‘do-er’ and the ‘done-to’ (the Actor and the Goal), or the residents
and the drain. The floodwaters also act in the same way, being the ‘do-er’ affecting the
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Goals which are the building, the residents and the Commodore. This is at the ‘figure –
object’ level. There are also the visual form of nouns and noun groups participating in
the picture. The two people appear to be female residents who are participating in the
action of cleaning up. Amongst many objects and things forming the context of the
picture, the one thing that occupies the centre is a Commodore. Closer inspection
reveals it is a VS Commodore bogged in a drain. The Commodore is a visual form of a
noun group that supplies detailed information that the written text leaves out. This
aspect of the photo presents an opportunity to teach the concepts behind noun groups,

Figure 19: Keiraville Residents Clean Up
Illawarra Mercury August 22, 1998, p. 53. Photographers: Greg Totman, Kirk Gilmour, Sylvia
Vincent, Ian Szegovic, Andy Zakeli, Wayne Venables, Orlando Chiodo, Robert Peet and David
Tease; reporter: Nick Hartgerink.

including the classifying adjective ‘VS’ and the idea of an adjectival phrase ‘bogged in
a drain’ modifying ‘Commodore’. At the member level, there is a plurality of persons
which may connote to the viewer the benefits of community and collaborative effort.
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Interpersonally, the picture has a gaze aspect in that three episodes in the text (the
residents, the bogged Commodore and the flooded house) are in polar perspective that
offers information to the viewer (polar perspective being where the projection lines
meet at vanishing points). This perspective is different from a frontal perspective that
may confront the viewer as a front-on gaze from one of the residents. With their backs
to the viewer, the two residents seem to exclude the viewer from entering into any kind
of relationship that invites the viewer to assist in the clean up. Again the visual is
presented as Information rather than an appeal to others for assistance. All the episodes
(the digging, the car, the floodwater and the house) are depicted in black and white, low
colour saturation and little colour differentiation, constructing a feeling of despondency
- depending of course on the viewer’s own personal experiences with floods, the
weather and this kind of photography. As real-life colours are not used, the picture is
not in the naturalistic code but rather in the abstract code as the viewer conceptualises
the tragic events of the flood and the feelings of despondency and frustration that the
participants may be experiencing.
Textually, the episodes are all aligned in specific directions that are very meaningful.
The diagonal direction of the spade and the pick denotes action and unrest as do the
diagonal directions of the flood waters and the car. The comparison between the
diagonal direction of the water and the stability of the vertical lines of the house and the
basketball post creates tension and unrest in the mind of the viewer. The third lines on
which the episodes are located emphasise these messages because these three positions
organise a text in such a way that it captures a viewer’s interest. The reading path begins
with the residents digging, then follows the line of the car, traces the flow of the
floodwaters and rests on the house. The left-right direction has cultural implications of
achievement and getting things done, which appears to be the case between the
residents and the Commodore. The residents are about to achieve something – the
unblocking of a drain or digging out the Commodore. However, as the eye traces down
the water course and back up again, the right-left direction may create a feeling of
disquiet as the viewer contemplates the power of the floodwaters and the damage
caused.
The collaborative effort of the participants in the visual lies at the start of the reading
path, thus accentuating the idea of progress in cleaning up amidst adversity. The
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residents are in ‘Given’ position in the picture and the noun group ‘Keiraville residents’
is in ‘Given’ position within the caption. The togetherness of the residents is the point
of departure for the visual as well as the written texts. This sharing of the burden among
residents is the common ‘Given’ information that is shared between the photographer
and the viewer. It is assumed that viewers know about residents who help each other.
What we do not know about are the floodwaters ‘coursing’ through their property and
the damage they have done. So the ‘New’ information in this newspaper coverage is
positioned on the right hand side. It is the floodwater damage that aligns with the clause
complex of the caption. For instance, the adverbial clause ‘as floodwaters continue to
course through their property’ is in the ‘Rheme’ position, being the ‘New’ information
for the sentence. So the placement of the residents, the Commodore and the house are
semiotic choices about where to position the participants of the picture. These choices
have impacted upon how viewers construct a viewing of the picture. The devastation of
the floodwaters is emphasised by the grammatical metaphor ‘course’ in which the word
‘course’ is usually a noun; e.g., ‘water course’. Here the noun has been changed to a
verb. This unusual grammatical metaphor in the written text adds more impact to the
visual meaning constructed by the viewer. The floodwaters are in a position of
centrality, being perhaps the major ‘do-er’ in the picture ‘coursing’ through the
residents’ property and affecting all the participants in the scene, the residents, the
Commodore and the house.
Another episode is depicted as a frame in the bottom right-hand corner, with a viewer
contemplating ‘the scene of devastation outside the Cabbage Tree Hotel at Fairy
Meadow’. The framing here parallels the framing in the written language where the
adjectival phrase ‘outside the Cabbage Tree Hotel at Fairy Meadow’ is embedded as
part of the overall noun group. The embedded adjectival phrase explains which
‘devastation’ is being depicted in the framed picture, as there were many scenes of
devastation throughout the Illawarra on that occasion.
Semiotically, there are many signs at work in this picture which affect the manner in
which the viewer participates in the signification process (how signs create meaning).
For instance, the spade and the pick are symbols of hard work or meronyms for
construction sites. In the mind of the viewer, the signs in this picture seem to construct
many culturally derived meanings or denotations regarding work, progress against
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all odds and what is normally regarded as a scene of devastation. The meronym (partwhole relationships) of the many and varied features of this analysis helps construct in
viewers’ minds what the floods meant for the residents and what was meant by the
headline, ‘OUR WEEK AWASH’.
Having analysed the picture in some detail, the viewer is then able to complete the
critical viewing by asking what all this means for the viewer and for the participants in
the picture. Again, the way in which the viewers interpret the visual deconstruction
depends on their own values, world experiences and ideologies. Also, choices are made
about who and what are included in the image by those who construct the image. These
inclusions help construct ideological messages or assist in the maintenance of social
myths (e.g., mateship, looking out for your mate). The messages foregrounded here
appear to relate to active co-operation among residents or community spirit among
residents amidst adversity; the immense power of nature as displayed in the actions and
the powerlessness of residents to prevent its damage; and the positioning of the viewer
as an observer of the situation rather than a member of the immediate community who
is invited to assist in the clean-up. The gender of the residents appears to be feminine,
reminding the reader/viewer that intertextually and historically women have played a
highly necessary role in solving difficult problems under overwhelming circumstances,
which brings to the viewer’s mind the question, ‘Where were the men in all this
cleaning up?’ Then again, all media photos are ‘cropped’ and sometimes
other stories are missing. Were there other participants in the narrative who were left
out by choice and whose choice and for what reason?

Phase 2: Action/Interaction Strategies
Introduction
Phase 2 of the research design entailed certain actions and interactions by the
researcher, teachers and the students. These actions and interactions resulted in the
professional development of teachers and the implementation of the framework of
visual language in the classroom. This part of the research involved case study,
participant observation and grounded research methodologies.
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As explained in Chapter 3 the components of this section now address the research
question, ‘How might the teachers be introduced to the language of the framework?’
This section also provides the experiences and data that helped to answer the third
research question, ‘What will happen when the teachers and students analyse visual
texts using the language of the framework?’ (The actual analysis of this data occurred
during Phase 3.)

Staff Development for Teachers in Viewing.
Having designed a framework of a language for viewing, this framework needed to be
implemented and trialled in classrooms. This implementation resulted in the framework
being adapted to their own class needs as teachers and students created their own
frameworks of visual language. At the end of the study, these lists of terms and the
visual language used in the data became the substance of new frameworks for Stage 3
and Stage 4.
Before the framework of visual language could be implemented, the participating
teachers needed to undergo two days of staff development in visual literacy. Appendix
H includes a set of the course notes that supported the teachers in their training
activities. A description of the training is also provided in the Methodology Chapter 3.
In their reflections, the teachers commented that they had been enlightened and they
seemed to be enthusiastic about having a language for teaching visual literacy. Most
were keen to design a viewing unit and trial the language of viewing. At the conclusion
of both days, the teachers wrote reflection sheets on their staff development, as
explained in the research design in Chapter 3. Teachers also reflected on and listed all
that was involved in visual literacy. These reflections were analysed by the researcher
by reading them through in the light of his knowledge of visual language, critical
literacy and viewing. The researcher’s theoretical sensitivity therefore influenced his
choice of concepts and issues from the reflection sheets that impacted on the study.
Some of these concepts and issues are enumerated below. They may be traced through
the data to the theory which eventually emerged from the data analysis (see Appendix
K):
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Table 8: A Framework of Visual Language

Ideational: language for constructing ideas
Level
Visual text

Written text

Whole picture
Whole text

central theme
What is the theme?

review paragraph
topic sentence

Episode
Clause complex

action verbs
vectors
saying verbs
sensing verbs
relating verbs
(classification, symbolic, analytical)
Adverbials:
where, how, when, who/what with?

action verbs
vectors
saying verbs
sensing verbs
relating verbs
verb group
Adverbials:
where, how, when, who/what
with? adverbial group

Adjectivals:
adjectives
(pointing, possessive, numbering,
comparing, describing, classifying,
modal)
adjectival phrases and clauses

Adjectivals:
adjectives
(pointing, possessive, numbering,
comparing, describing,
classifying, modal)
adjectival phrases and clauses

Evidence of what time, place,
manner, reason, condition and
description

Clause patterns:
independent and dependent
clauses (time, place, manner,
reason, condition etc. + desc’n)

Noun groups
Nouns
(characters, objects)
doer/done-to
sayer/what is said
subject/object
thinker/what is thought
person or thing/description

Noun groups
Nouns

proper, common, singular, plural,
collective, terms of address, abstract,
technical
metaphor

proper, common, singular, plural,
collective, terms of address,
abstract, technical
nominalisation
grammatical metaphor

Figure/object
Clause/group/phrase

Member
Word

doer/done-to
sayer/what is said
subject/object
thinker/what is thought
person or thing/description

Semiotics Signs: icon (resembles), index (connection), symbol, metaphor, meronym (part/whole)
connotation & denotation. Signifieds Culture (what they believe in and what they do) built up
through codes.
Social explanations developing and explaining a sense of reality (attitudes and values):
* produced by a social class usually the dominant class
* events/institutions appear natural; e.g., masculinity, femininity, family, police, school, etc.
* dominant explanations/challenging explanations;
e.g., ethnicity, age, gender, physical attributes, social class, occupation, valued practices, etc.
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Interpersonal: language for constructing interpersonal relationships
Level
Visual text
Written text
Whole picture
Whole text

Proportion, scale

Structure of the clause:
statement, question, command
and exclamation

Coding orientation:
articulation of detail
articulation of background
colour saturation
colour hue
colour modulation
colour differentiation
depth of articulation
articulation of light and shade
articulation of tone

Modality:
* high, medium and low
* modal adjectives, adverbs and
verbs
Language of emotion, feeling,
judgement and appraisal
Metaphors - language of prestige and
of a privileged few

Episode
Clause complex

Modality:
natural code
technological code
abstract code
gaze

Adjectivals and noun groups
dependent clauses
Voice: personal and impersonal
questions/demands: for goods and
services or information
or statements using relating verbs

social distance
Figure/object
Clause/group/phrase

attitudinal horizontal angle

Clause structure:
statement, question, command
and exclamation

attitudinal vertical angle
body language
Theme/subject/topic sentences
volume
centrality
Member
Word

paths
perspective

Semiotics: Presentational codes: bodily contact, closeness, angle to others, appearance, body
language, eye contact.
Specialized codes: (high brow) psychological difference between participant and viewer. Technical
language marginalizes others.
The club code: redundancy makes entry difficult; e.g., language of discos
Popularized code: deals with society at large - uses everybody’s language
• the preferred reading;
• the negotiated reading; and
• the oppositional reading.
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Textual: language for constructing texts
Level
Visual text
Whole picture
Whole text

Episode
Clause complex

Figure/object
Clause/group/phrase

Member
Word

Given/New ideal/real
centre margin
relative position
combination
foreground/background
cropping
Visual arts techniques:
line, shape, tone, size, texture,
direction, colour, shadings, patterns,
cross hatching, illusion of surface,
light/dark, cool/warm
How paint applied: dry brush,
stencilling, broad handling, etc.
Visual relationships: balance,
harmony, repetition, dominance,
emphasis, unity, contrast, variation,
and proportion
Schools of art; e.g., surrealist
Type of art; e.g., expressive
Surfaces: paper, wood, cloth
Tools: brush, computer, crayon
salience
centre of interest
framing/sub-framing
parallelism
alignment
rhythm
cohesion
horizontal arrangement
vertical arrangement
vectors
reading paths
thematic progression (OT 165)
marked Themes
exophoric viewers
Perceptual: shadow, contour, outline
interposition ‘T’ ‘X’
aerial perspective: particles +light
size according to horizon
perspective: polar, parallel, frontal,
foreshortening

Written text
Theme/Rheme
Given/New
adverbials
purpose
text type
structure
audience

Theme/Rheme in various clauses
Given/New
cohesion: word chains, referring
words (e.g., pronouns), repetition
conjunctions
language organising in time,
sequence and place
sentence structure: dependent and
independent clauses
Adapted from the work of Kress
and van Leeuwen (1996), O’Toole
(1994), Halliday (1994), Sebeok
(1994), Thwaites, Davis and Mules
(1994), The Revised English K-6
Syllabus (1998), Fiske (1991),
Kennedy (1995) and Durie (1997).

Semiotics: paradigm (set of choices), syntagm (combination), connotation (a chain of concepts)
which come to mind according to one’s beliefs/values, and denotation (most stable of signs)
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•

The importance of using a language for viewing, the value of designing viewing
activities, and the need for finding adequate visual resources emerged (d2 au.
340-6, d2 au. 350, d2 au. 385-91 & d2 au. 398).

•

The teachers requested support in implementing the language of the viewing
framework.

•

The teachers discussed the issue of what to do with students’ intuitive language.
During the implementation the teachers accepted the students’ terminology
when it was useful.

•

Visual literacy was seen as part of critical literacy (au. 264-93).

•

The language of the framework was seen to construct certain messages that were
seen to be cultural, value-laden or ideological [e.g., modality in pictures (au.
885), colour (au. 948-73; au. 857, 1049-55)].

•

The teachers were prepared to adjust and apply the terminology according to
their needs and context (d2 l. 54-102).

•

The collaborative interaction of participants, bouncing ideas off each other and
asking questions for clarification, seems to have been an effective approach for
visual analysis (d2 au.110, d2 au. 138, 694-715 & 660-2). Collaborative
discussion always followed the researcher’s input during the training, especially
when the researcher modelled the use of technical terms from the framework.
This was a technique teachers all adopted once back in their classrooms.

•

Collaborative decision-making was a feature of the two days’ training. For
instance, the teachers preferred to work on just the visual texts to prevent the
study from becoming unmanageable. Teachers thought that the written /visual
connection was implied anyway (field notes, 20 Aug.). It was also agreed that
we should have all the metafunctions of the framework of language available for
use in the classroom, rather than having each case study focus on one
metafunction of the framework as previously suggested.

•

The presenter modelled to the teachers how to scaffold the students with guiding
questions such as, ‘What effect does the angular line of her fence have on you?’.

•

The teachers used the language of the framework for talking about visual texts
(d2 au. 340-6, 350, 385-91 & 398).
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•

A handout on critical literacy questions was provided to the teachers (see
Appendix M), so that teachers and students could develop critical literacy skills
through the questions they ask and the grammatical features of visual texts.

•

The response text type was analysed for its worth as an aid to visual literacy.
The teachers adapted the response texts of Joan Rothery and Robert Veel (1994)
(d2 au. 690-1) for the students’ written responses.

•

Various language terms were linked to specific stages within the response genre.
These links seemed to be prevalent in the response guides that the teachers
developed in their lessons.

•

The transcripts revealed that there was a mix of the language for viewing and
critical literacy. For instance, terms such as verticals (au.1119), framing
(au.1120, 1230 & 1239) and salient were linked with the message in the first
frame of Window (Baker, 1992) (au.1133-43). Critical literacy issues such as
race, gender, social class, values were also raised. This was the first indication in
the data that the terminology could be mixed with critical literacy.

During their training the teachers appeared to be more confident in using the
terminology during Day 2 compared with Day 1; and they were more willing to
critically analyse pictures using the language of the framework. Although it was in its
embryonic form, the seeds of a pedagogy for teaching critical viewing seemed to be
present in the training sessions. These seeds were transplanted into their teaching
practice, from which emerged the ‘practices of guided viewing’ and then finally ‘a
pedagogy for critical viewing’. The teachers had an awareness of the semiotic
constituents of visual texts, and of the need for a language for talking about them. They
saw the need to model, view and analyse texts jointly with their students. Some decided
on a discrete teaching unit to cover as much language as possible, while others decided
to integrate their visual literacy into existing units (d2 au. 509-21).

Case Studies – Participant Observation
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The second part of Phase 2 involved the application of the framework of visual
language to three case studies. The teachers and classes of these case studies utilised the
strategies and approaches gained from the two days training, to apply the language of
the framework as a metalanguage for analysing visual texts. As explained in the
Methodology Chapter, the researcher adopted the role of a participant observer whereby
he became a member of the classroom context. Sometimes the researcher modelled the
teaching of visual analysis, using specific terminology such as gaze, social distance and
colour. At other times the researcher engaged in team teaching with the class teacher
during the visual analysis of a picture book such as Window (Baker, 1992). Sometimes,
the researcher participated in the collaborative group viewing of a particular double
spread.
As a participant observer, the researcher also discussed with teachers viewing issues
such as the use of the visual language and critical literacy, and made plans with them for
future lessons. Participation and collaboration were also part of the teacher/researcher
meetings and the sharing days. For instance, Anne and the researcher had occasion to
deliberate on how to teach the visual language and critical literacy at the same time.
After the raw data were coded using the open coding techniques described in the
Methodology Chapter, coded data were put into categories that described the viewing
lessons. The earlier categories were: useful grammatical resources, connection –
visual/verbal, activities, writing responses, questions for critical literacy, critical
literacy, pedagogy, a meta-semiotic language for responding 5/6 and 7/8 and good
quotes re the framework. These earlier categories were chosen because certain concepts
in the data appeared that fitted those categories and because they aligned with what the
research questions were asking. The process of coding and forming categories for Phase
3 was detailed in Chapter 3.
During the Sharing Day, the teachers had access to the first transcriptions, codings and
categories, which revealed that students had used the language of the framework, and in
some instances had done so critically. Thus critical viewing seemed to be present from
the earliest data analyses (Appendix L).
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Phase 3: Analysis of Action, Interaction Strategies
Introduction

Phase 3 of the research design entailed certain actions and interactions whereby the
researcher played an active role in analysing the data. This phase addresses Research
Question 3, ‘What will happen when the teachers and students analyse visual texts using
the language of the framework?’ The contributing questions which organise the
concepts that address Question 3 are as follows:
a. What language for viewing will be used during teacher-student interactions?
b. How will the use of the framework language affect the students’ written
responses to texts containing visuals?
c. What teaching-learning strategies will the teachers use?
d. What factors will contribute to the critical viewing of texts containing visuals?
e. What will the teachers and students say about using the language of the
framework?
f. What inhibitors will there be to guiding the students towards critical viewing?
As explained in Chapter 3, these questions helped organise the data episodes ready for
coding. They were also interconnected as elements of the ‘Practices of Guided
Viewing’. The action/interaction of Phase 3 involved a systematic analysis of the case
study data. In reporting this phase of the research process, two of the three case studies
are reported, with brief selections of the findings for each, as room does not allow for
extensive reporting of all three. The third Case Study (Case Study Winston) is recorded
in Appendix C.
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The case studies follow the format as outlined in Chapter 3. These two case studies will
exemplify the data analyses from Phase 3, including the organisation of data episodes,
specifying the purpose of their selection, forming concepts through memo-writing and
open coding, and writing memo summaries with further open concepts. This process
was conducive to theory generation once it entered the fourth and fifth phases.

Case Study Nina

The School
Glenville Public School has around 180 children, with a lower - to middle-class
community who have some involvement in the school’s activities. The principal and
teachers saw this research as closely linked with the school’s curriculum and as part of
the school’s continuing emphasis and support in literacy. It was also seen as an
opportunity to trial new aspects in literacy development within the existing class
structures.
The Teacher
Nina is an experienced and widely respected Yr 5/6 teacher who held the position of
Executive Teacher. When approached about the research study, she explained that she
was very interested in visual literacy and was happy to be part of the project. Nina is a
well-organised teacher with an intimate knowledge of the syllabus and the educational
needs of her students. Nina was keen to do much of the teaching, however, she often
taught with the researcher in a team teaching role. She was meticulous in keeping a
reflective diary which also served as a reliable record of what happened including her
interaction with the researcher during the study.
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Nina had some knowledge in visual literacy from her university degree work in
children’s literature and picture books (au. pr. t. int. 2288-90). She had looked at things
like colour and the position of objects and was keen to share and learn with others.
From the outset of this study, Nina wanted to fully understand and critique what the
researcher was able to provide her, with the intention of analysing the framework of
visual language and applying it to her unit (au. pr. t. int. 2364-74). Nina’s beliefs were
revealed in her written pedagogical statement at the conclusion of the study:
Students need to learn the language of visual texts, about the language of visual texts,
and use the language of visual texts. Therefore the lesson plans were designed to try to
incorporate these three modes. I also try to provide a range of texts to focus upon, for
that learning (Nina’s written statement of pedagogy).

The Class
According to Nina her Yr 5/6 class was an average-performing class with two or three
gifted and talented students who were not good at staying on task. Class assessment and
Basic Skills Tests revealed that literacy standards were slightly below average. One girl
was struggling in Maths and English as was a boy who was NESB. (pr. t. int. au. 29437; au 2970-93; au. p. t. int. 2928-9).
The Books
Nina chose to make her visual literacy part of an integrated unit that looks at human
interaction with the natural environment (au. pr. t. int. 2382-5). She chose Jeannie
Baker’s books because their message fitted in with the theme of the unit. Her integrated
approach encompassed English, HSIE, Science and Technology and PD (au. 2956-9).
The books Nina chose were Window (Baker, 1992), The Story of Rosy Dock (Baker,
1998), Where the Forest Meets the Sea (Baker, 1987), and The Whales’ Song (Sheldon
& Blythe, 1993).
Procedure - How Critical Viewing Was Taught
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When Nina taught the language of viewing, she usually explained what the terms in the
framework meant. She modelled how to use different terms to the class, quite often
having the students on the floor in front of her, with pictures attached to the book stand
for ready reference (e.g., Plates 1–5 & 11). As Adrian, one of her students, said, ‘She
makes like a demonstration, what she expects and when people can’t understand it she
sort of might show them’ (au. 1619). Jemima explained that, ‘If you are having trouble
she’ll come around and give you an example of what she thinks’ (au. 1623).
During the course of the study, it became apparent that there was a need to link the
language of the framework with critical literacy. Through participant observation, it was
noticed that the students were analysing the meanings of the pictures and were using a
visual language to do this. Through questioning, they were beginning to construct the
messages behind the images but found it difficult to combine the visual language with
critical thinking or what this might mean for them personally or how they as viewers
could be positioned (e.g., vi. 1 – 190; au. 1- 314; field notes 3, 4, 10/9, & 27/9). Support
was provided to Nina in this area through discussion and the provision of some
examples of how to ask critical literacy questions that relate to the language of the
framework and the stages of the response text type (field notes). This resulted in Nina
adapting these suggestions to her own teaching, producing her own scaffold for
responding to The Whales’ Song (Sheldon and Blythe, 1993).
Nina was strategic in the organisation of her lessons so that they would be manageable
for her students. For instance when she taught her students to respond to visual images
in groups, Nina guided her students though the generic stages one at a time, and asked
related viewing questions with suggested language from the framework (Nina’s
reflective diary 20/8 & 25/8). The following extracts show how this was done.
There are twelve pages full of pictures (au. 939).
Nina: OK next group of people talking about Description please (au. 954).
Tamsin: The picture has bright colours. The colour is white and black. And the
mountains are green. The little boy is holding flowers...It has bright colours blue,
orange, yellow and green. The message is that there are better still days ahead
Nina: That was very good. Now the people who did Synopsis…(au. 972-8)
Nina: That is something I hadn’t thought about, well done. OK the Opinion people.
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Opinion - it is a tragic disaster for the residents. The view is from their own homes.
It will probably be the most horrifying experience they will ever face. It will take
months to build their shattered lives.
These pictures tell how raging and unstable the water was. It washed away
everything in its path. It just goes to show how unpredictable nature can be. We
really have to thank those rescuers, who put their lives in jeopardy.
Class clap (au. 979-86). …
Nina: That we were writing in our responses talking about the position of things in
pictures...One of the things I’ve asked you to look for, when you were writing your
Window response was Where are the important things? Remember Yr 5 people, I
talked to you about this morning - What do you notice on the left of the picture?
Who can remember why we said the left of the picture is pretty important? (au.
1053-7)
Nina: He’s not smiling is he? There’s something else about that man that tells us
how he is feeling. We don’t even have to look at his face.
Students: Deliberating
Nina: You can’t really do this and have a big smile on your face.
You are pulling yourself in when you have your arms folded.
Student: You could be showing off.
Nina: It is often some kind of protection saying I’m protecting myself.
In this particular place it is saying, ‘I’m protecting myself. I’m not acting.’ Where is
the RHS of the picture important?
Student: That man down the bottom.
Nina: He is also in a third isn’t he (au. 1241-51).
Nina: This is the task today – small groups – 7 pictures which are all around the
same topic (au. 1257).
Nina: Group 2 synopsis of all often pictures – I’ve given 1 to help you think it
through. Group 3 you are going to describe the position of things in your picture.
Group 4 are going talk, write about the colour used and how light and dark because
that is part of colour. Group 5 you are going to look about what you notice first. I’d
like you to state why the people in your group notice it first – Finally Group 6 write
an opinion about all pictures (au. 1261-4).
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Nina’s students’ first response was on a picture about the Wollongong floods of 1998
(field notes & Nina’s diary). These Wollongong Flood Pictures (plates 1–5 & 11) were
published in the newspapers during August, 1998, and Nina took the opportunity to use
the occasion to focus on the environment, visual literacy and the writing of responses
(See lesson plan in Appendix N). At this stage, there was only a minimum of visual
language used. The students’ written responses to the Wollongong Floods were later
compared with their written responses to a picture book.
During the viewing of The Whales’ Song, Nina created opportunities for modelling,
group support and individualised responses. In her reflections, she felt that rather than
having the students do every page, Nina chose a set of questions from the researcher’s
notes, identified the pages the children should refer to, and introduced the particular
grammatical terms that were connected to the generic subheadings (Nina’s diary,
26/10/98). The following lesson plan and response scaffold for The Whales’ Song were
part of Nina’s approach to the teaching of viewing.
26/10/98

The Whale’s Song by Dyan Sheldon and Gary Blythe (1993)

The lesson organization was suitable. My comments re taking each teaching point a
little slower is important I think.
I’ve also thought through the expectations of the students to write their responses.
• Do we expect that they will write about every page in the book?
• I think the children will be overwhelmed by that and consequently do a
superficial response.
• I intend to choose a set of questions from your plan.
• Identify the pages the children should refer to.
• Introduce the particular grammatical point I want them to comment about.
• I’ll also guide the children concerning the subheadings and the questions related
to them.
3/11/98 Response Writing The Whale’s Song
by Dyan Sheldon and Gary Blythe
• Reread the text.
• Handout the response Guide (See next section) and ensure everyone
understands the questions and instructions – refer children to the charts on BB
to revise special terms – also remind them of special grammar language they
should try to use.
• Allow time for writing about Context and Synopsis.
N.B. We have six copies of the text. Therefore groups of four should choose the same
double page spreads for the next section.
Response Guide The Whale’s Song
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Dyan Sheldon and Gary Blythe
Context
What do we know about the characters, theme and topic?
What is the setting? When? Where? How? Why? Who?
What is the author’s and illustrator’s purpose?
When was the text published?
Where?
Synopsis
What is the main message of the text?
Whose opinion do you think is put forward?
Description
Choose two double spreads to write about.
Name the page you are writing about.
Write about - the people, objects, animals
• their relationships to each other
• their relationships to the setting
• their relationships to the viewer
• any actions in the foreground and how they are achieved
• the emotions and feelings the image generates
• line
• shape
• colour
• direction
• framing
• who or what is salient?
• is the written text the same as the visual text?
• What is it trying to tell the reader?
Opinion
What do you think? What makes you react that way?
10/11/98
Reread the text.
Review the requirements for writing about Description. Focus on chart of terms we
have discussed.
Allow time for writing.
N.B. This took up to three sessions for the students to get their writing up to publication
stage. They had the chance to word process it at home or have me do it. Copies were
made for the students, Colin and me.

Similar approaches were used with Window, The Story of Rosy Dock and Where the
Forest Meets the Sea (Baker, 1992, 1998 & 1987). The students were able to analyse
these books both individually and in groups by using the new terminology and
vocabulary charts (see Appendix N, Nina’s reflective diary 6/10/98).
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Nina’s regular collaborative reflection and extensive planning came about through her
reflective diary. Some of the content of this reflective planning reappeared in the data
analysis and later resurfaced in the grounded theory.
Exemplars of Data Analysis The Whales’ Song (Sheldon & Blythe, 1993)
The exemplars of data analysis which follow were part of the data analysis and findings
from one of the picture book studies conducted in Nina’s classroom. These exemplars
contain episodes from the students’ viewing lessons, interviews and written responses,
in which the visual language was used.
When viewing The Whales’ Song, the students were deeply involved in collaboratively
analysing the features and structures of the different pages and in constructing the
relevant messages. Nina divided the students into groups of about five students. Each
group was given a different page of the book to view, analyse and respond to, with the
intention of sharing their findings with the main group. The book was introduced
through the usual shared book experience, using predictions and picture discussion (au.
1-27). Nina used a response text type scaffold that contained leading questions for each
generic stage (au. 2854).
The ‘response guide’ (Figure 20, p. 215) was very successful for guiding the students
through their analyses, and was used by other teachers in their lessons in visual literacy.
The scaffold was the product of Nina’s own development in visual literacy over the
previous weeks, in combination with the support given her both orally and in written
form.
The purpose of the first episodes that follow is to show the students relating gaze to the
concepts of direction, facial expressions and interpersonal relationships.
Gaze and direction
While talking with Adrian, Colin mentioned the gaze between Uncle Frederick and
Lilly (pp. 17 & 18), and connected it with the direction in which Lilly is about to go
home. ‘You’ve got the gaze between her and him. The direction is the same as the gaze.
See that - to go home’ (vi. 430). Adrian explained that this is a ‘sort of rebound’. ‘There
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is a gaze between her and him, right? And he’s also pointing towards home. Gaze and
direction towards home’ (vi. 438; Adrian’s student written response). In his written
response, Mal connects where the viewer is looking (gaze) with hope (pp. 15 & 16). ‘I
am at the start of the jetty looking out at the ocean, Lilly, the flowers, the horizon, and
the clouds. The picture generates a lot of hope’ (Mal’s student written response).
Gaze and expression
Gaze was often spoken of as a ‘kind of expression’. In the focus group, Adrian
explained that Nina had told them about the kinds of expressions on the faces of the
characters, revealing whether they are mad or happy with each other (au. f. int. 1631-2).
His written response describes Lilly’s expression (Sheldon and Blythe, 1993, pp. 23 &
24) as showing that she is serious, and that ‘her face stands out and dominates the
picture with stars twinkling in the background’ (Adrian’s written response).

Figure 20: Nina's Response Scaffold of Questions and Suggested Terms
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In the same lesson the researcher asked, ‘What does the gaze tell you?’ (pp. 7 & 8)
Different students responded explaining that Lilly is trusting and believing of her
grandmother (au. 2018-9; au. 1964-6; au. 311-3; au. p. int. 1613-4). Students also
described Lilly’s gaze as interested, happy, intrigued or curious (au. p. int. 1410-43).
While viewing the last picture of Lilly gazing towards the viewer, the researcher asked a
group, ‘What does the gaze tell you?’ One student representing the group reported, ‘We
wrote that... the gaze is staring at us and the gaze is telling us to believe her’ (au. 293314; see also au. 1962-71).
Gaze and interpersonal relationships
During a lesson on The Whales’ Song, Tamsin articulated the gaze between Uncle
Frederick and Lilly in terms of the relationships between the characters (pp. 17 & 18).
Tamsin: You can see the gaze sort of the uncle and Lilly.
Colin: Yes.
Tamsin: And he looks angry.
Colin: Why does he look angry?
Tamsin: Because he’s pointing his arm up at the house and he’s bending over (au. f. int.
1285-9).

During the focus group post interview, Tamsin said, ‘I can tell (meaning) by the gaze
of their eyes and the expression on their faces’ (au. p. int. 1614), and Jemima
mentioned that Nina had dealt with eye contact, and the way the moonlight shines on
Lily’s face (au. f. int 1629-32). The clearest connection of gaze with relationships
came from Adrian’s explanation, ‘Uncle Frederick is the boss. These two were happy
before he came in, and the gaze is sort of like a mean gaze, because he is sort of the
boss and he’s overpowering’ (au. p. int. 1733-36).
From the above extracts, it is apparent that these students were able to analyse gaze for
specific purposes. They were thinking beyond the kind of gaze they were viewing, to
reflect on how the interpersonal relationships were being constructed. The students were
not only able to describe the expression on the character’s face or the kind of gaze they
were directing towards each other or the viewer. They were also able to discern who
was being manipulated - in this case , Grandma and Lilly.
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By articulating the character’s relationships with each other, through the visual
language of gaze, and what could happen as a consequence, students created links
with cultural meanings that would normally be attached to specific gazes. In other
words, the term ‘gaze’ is culturally motivated. For instance, the kind of gaze that Lilly
shows on the last page says, ‘believe me’. This is a culturally constructed message, a
social meaning for the viewer – a gaze which denotes amazement and wonderment.
In these class interactions gaze was sometimes paired with another visual resource such
as direction. The visual terms seemed to depend upon each other for meaning. Pairs of
terms in the data could be referred to as ‘tandem terms’ or terms that are ‘semiotically
interdependent’. For instance, with terms such as ‘gaze’ and ‘direction,’ the eyelines
from one character to another may suggest to the viewer a direction in line with the gaze
or in the opposite direction, so that the students may be using the terms gaze and
direction interdependently. When analysing Uncle Frederick’s gaze towards Lilly when
he ordered her to go home, one student called the gaze a ‘rebound’ (au. 1306).
This was an instance where two terms were interconnected and when the students’
own terms were valued and used functionally.
Salience/light/size
The purpose of the following episodes is to show how the term salience was used.
Certain elements in a picture were regarded as salient because of the light shining on
them, or because of their size. In her written response Denise stated (pp. 9 & 10):
The light from the window is shining from outside onto Lilly’s uncle which makes him
more salient. Lilly’s uncle feels angry about whales and when he yells, Lilly and her
Grandma feel scared (Denise’s student written response).

Here the student noticed that the light was positioned in such a way as to shine upon
Lilly’s Uncle’s face to make him appear more salient to the viewer. Others stated that
the comparative sizes of the small fish and the whales were used to emphasise the
whales’ size and salience (pp. 1 & 2):
The two fish are comfortable and the two little fish are there to show how big the whales
really are. The picture makes me feel very warm and comfortable. The whales are the
most salient things in the picture (au. 191-3).
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Adrian, Mal and other students made a comparison in size (pp. 9 & 10) between Uncle
Fredrick and Lilly, concluding that Uncle Frederick was more powerful than Lilly (au.
p. int. 1309):
Adrian: Her uncle is bigger and powerful in comparison to Lilly. He is ordering her to
get back home (au. p. int 1309).

Adrian argued that light made Lilly stand out with a glow on her face, while Tamsin
thought it actually made Lilly see the whales. Adrian explained that there is no use
putting light in a bedroom and putting it on toys because they’re not really the main
thing in the picture:
‘Putting light on Lilly is making her stand out and you can really like see her’ (au. p.
int. 1769, 1752-69).

Nina discussed and modelled the use of the term salience. As a grammatical term for
analysing visual texts, salience is most successful when it attaches meaning or a
message to an image. Analysis of salience on its own is little more than just decoding.
Using size or shining light to produce salience addresses the cause of salience. Nina’s
teaching shows that the idea of salience needs to lead to other meanings and messages.
Attitudinal angle
The purpose of these episodes is to show how the students were able to identify
attitudinal angles, even though they did not use those terms.
Denise’s episode comes from viewing The Whales’ Song (Sheldon & Blyth, 1993, pp. 3
& 4):
Denise: The Grandma’s telling Lilly about the whales and how they sing. And then
Uncle Frederick just storms in and worries her Grandma.
Colin: Who can tell me something about his position, the way he is looking? Adrian
said, ‘He is sort of bending over and saying, ‘I’m the boss here’. They are sort of in a
shock because they have been talking about good things. And he is talking about
negative things and … he’s sort of bending over with his hands behind his back?…’ (au
p. int. 1699-1705).
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The researcher asked for more information about the angle here. Tamsin responded,
‘He’s bending over. And they’ve made him frustrated and angry’, and Jemima adds,
‘He is looking down at them angrily and they are looking up at him shocked’ (au. p. int.
1715-17).
During her lessons, Nina needed to clarify the concept of a high attitudinal angle. She
chose not to use this term but instead used simpler terms. She modelled the kind of
attitude she herself might use if she was wanting to intimidate someone. One student
explained that she just ‘talks down’. Nina added, ‘I lean over. I come over really close
don’t I? I even use a hand or a finger to point out something. This one would be a
really good one to write about!’ (vi. 535).
It is apparent that in this case study, the students did not need the technical terms for
high and low attitudinal angles to express ideas associated with power relationships in
a visual image. The viewer’s own language, using terms such as ‘looking’, ‘talking
down’, and ‘leaning over’, seemed to adequately portray similar ideas.
Line, shape, colour, gaze, framing, salience, opinion & point of view
The following episodes revolve around the students and Nina using the above list of
guiding questions (Figure 20, p. 215) to help them in their viewing and writing of a
written response to The Whales’ Song. The questions were designed to elicit the use of
the visual language related to the generic staging of the response text type. The
following excerpts from students’ written responses, show that students were able to
analyse the book, construct its message, and discuss whose opinion was favoured.
Mal’s written response began with the following paragraph:
I think the book was set in Australia because the way the houses look and things like
that. We know that Lilly and her grandmother loves whales and that Lilly’s Uncle
Frederick thinks that whales are for eating nothing else. We also know that Lilly’s
grandmother likes telling Lilly stories and Lily likes hearing them. Lilly’s Uncle
Frederick thinks they’re nonsense. The book was published in London by Raymond
House Children’s Books and also by Redfox (Mal’s written response).

Mal’s written response also said:
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The setting is in the present day, on the coast of Australia. I think this because of the
beautiful sand. I think the author’s and illustrator’s purpose is to tell you not to kill
whales, and not to take whales for granted (au. 88-9; Mal’s written response).

Adrian’s written response to the last page of The Whales’ Song is quite analytical,
using the resources of line, shape, colour, gaze, framing and salience to help him
construct the main message and give his opinion:
This picture makes me think (last page). The lines are curved and soft. Her eyes are oval
shaped and fluent. The colours are dark with blue blending in with the black and white.
Her gaze is straight at us and that she wants us to notice her and believe her. The sky is
framing most of the picture while Lilly is the most salient thing in the picture. Again the
written message is the same as the visual text. It is trying to tell us ‘believe me it is true’.
Opinion: I think the book is good because it suggests that Uncle Frederick is wrong
(Adrian’s written response).

Other students had constructed similar main messages from the book about saving the
whales, not killing them, and protecting them and their habitat. Students thought that
Lilly’s grandmother’s opinion, as well as the opinion of environmentalists, were the
opinions being put forward (au. 175-85, au. 119-35). When the students were asked
whose opinion was not provided, they said, ‘Uncle Frederick’s’ (au. 119-35).
Throughout her lessons, Nina provided suggestions for the students’ analyses such as,
‘If you decide to write about this page - something important to notice - the eyes, the
closeness of the face. What’s in the background?’
Nina often modelled the kind of sentences the students needed, to answer the scaffold
questions. During textual analyses, the data reveal that she rehearsed sentences, as a
model of language structure, and asked students to read their sentences. All through her
lessons, Nina underpinned her practice with a critical literacy approach. In the extract
below Nina clarified what was meant by ‘point of view’:
I think you remember we talked about an environmental message and whose point of
view you think it is. Do you think it is a point of view that - or is it only the author, the
uncle or the grandmother who has the point of view? Just the author? Is it just the
character or is it the reader as well? (vi. 605).

These episodes and others in the data analysis seem to suggest the value of:
•

providing a scaffold of guiding questions for the students;
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•

providing suggestions for analysing texts;

•

modelling sentences as being a part of an overall response;

•

using a visual language to view a picture, construct its message and
analyse its point of view;

•

having a critical thinking approach underlying the response to the text;
and

•

seizing the opportunities when students adopt an unexpected critical
viewpoint; e.g., the relationship between Lilly, Grandma and Uncle
Frederick (Mal’s written response). Unexpected turns in the students’
analyses seem to come from the critical approaches that were modelled
by Nina during her lessons – for instance asking, ‘whose point of view’
is being put forward by the author?

Visual/written connection
The purpose of these episodes is to show how students made significant connections
between the two modes of meaning. They did not enter the analysis using grammatical
terms but simply compared what the writing said with what was projected visually.
Nina directed the researcher’s attention to a group of students who had discovered
something interesting about the visual written connection. They thought that Lilly’s hair
on the last page looked as though it was blowing, but they also discovered that the
written text does not say so. The print only refers to the breeze rustling her nightdress
(au. 293-314; au. 193-4). The students also found other discrepancies between visual
and written texts. The students thought the room in the picture was rather dark, which is
different from the written text that describes the room as bright with moonlight (au. p. f.
int. 1777-93). Mal discovered that there were yellow flowers in the spray but the
flowers were not dancing as written in the verbal text (au. p. f. int. 1803-4, 1787).
Elsewhere, other students found that the two modes of text were the same (au. p. int.
1327-52), while on other occasions students felt that the visual text was giving more
than the writing. Adrian said, ‘It expands the picture’ (au. f. int 1330-60):
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The teacher asked, ‘So what does the written text do to the picture?’ Tamsin explained
that, ‘It’s saying that she should go home and he’s pointing up home. And she’s just
looking up at Uncle Frederick and she’s sitting on the jetty’ (pp. 17 & 18) (au. 1346-8).

Another episode shows Nina pointing out the similarities between what you see on the
visual page and what you read in the written text:
Nina: There’s a match between the picture and the words ‘as big as the hills’. ‘As
peaceful as the moon’. I want you to think for yourself now and I want you to remember
what Mr Hadfield said. Is this matching up?
Do you agree with that? You might not! And you’ll be asked questions about colours
that are used. They stand out. Why do you think the artist did that? (vi. 489)

This episode shows that students were able to understand the interaction between the
visual and written texts, especially concerning what is present in one text and missing in
the other. The students were given the freedom of agreeing or disagreeing, while their
opinions and analyses were viewed to be just as valid as Nina’s.
It is apparent that the students in Nina’s class were attuned to comparing the meaning
and interaction of the two modes. They were able to state whether they were the same or
different and give examples to substantiate their claims.
Nina Overall Summary
The following is a summary of the data analyses concerning all the viewing episodes for
this case study, not just the exemplars of data analysis that were recorded above. In
drawing together all the findings of the data collected in Nina’s study, her reflective
summary in Table 9 (p. 223) was included. This summary was based on her
observations, reflections and deliberations with the researcher. The summary has been
included here because much of what Nina had written in her reflective summary was
also illuminated in the findings. For instance, her idea ‘ to lead the children into the
discovery of that facet over several pages’ related closely to modelled and guided
viewing. Her principle of getting to ‘know the text in depth and prepare the particular
facets you want to teach from it’ related to teacher preparation and ‘take each part of the
framework separately at first’ related to the language of viewing (See Table 9, p. 223
for these concepts).
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Another result of Nina’s case study concerns the framework of visual language itself.
Having trialled the visual language, Nina was able to create a briefer version of the
visual framework which is seen in Table 10 (p. 223).
The above reflective findings of Nina impacted upon the findings of this study. For the
purposes of categorising the findings of the data analysis for Nina, the contributing
research questions have been expressed as concepts as shown in Figure 21 (p. 224).
These are the concepts: language of viewing, contributing factors (supporting critical
viewing), the impact (of using the framework) upon the students’ written responses,
teaching-learning strategies, what the teachers and students said (about using the
framework) and inhibitors (to critical viewing).

Table 9: Nina's Reflective Summary

At the end of this term these things occurred to me – they need consideration each time a
teacher works with children on visual texts and writing responses:
•
•
•
•
•
•
•
•
•
•
•
•
•

remember best practice for introducing any book;
strategies for working on big books/picture books as we do with small children;
take each part of the framework separately at first;
why not share a modified form of the framework (or chart) with the students?
know the text in depth and prepare the particular facets you want to teach from it.
Lead the children into the ‘discovery’ of that facet over several pages;
allow the time for the children to digress to another discovery of their own – or
track back to a previous lesson;
make copious notes on chart/board as children mention features;
always ask for reasons to back up what they mention – match the point with the
reason so children learn that that is the way to construct their response texts;
point out that an idea without reason for thinking is not acceptable. Always
demonstrate that as the teacher works;
when children have written about one section of a response, allocate substantial
time for oral and written sharing (I did not do enough of the latter – that would be
an improvement I’d keep in mind);
to keep interest high – make the lessons move quite rapidly and include time for
the children to write (at least one section of the response subheading);
organise charts with language children can refer to when writing; e.g., the words
about position that I had displayed. I don’t think you can have too many; and
I think a primary teacher needs to be advised to choose the language which suits
the age of the children – leave others for secondary school.
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I would concentrate on: (See Nina’s briefer framework.)

Table 10: Nina's Briefer Version of the Framework

(A) About the world
(Refer to my diagram of the framework at the beginning of this journal)
Figures/objects – building noun groups
Member – building descriptions (children need to be directed to details about
a person or thing – get them to look carefully and talk about small features)
Episodes – actions
vectors
evidence of time/place
Whole picture – central theme
(B) To create texts
Whole picture- real/ideal
Given/New
relative position
central margin
foreground/background
cropping
Episode - salience
centre of interest
artistic techniques
framing/sub-framing
Figure/object – cohesion
horizontals/verticals
vectors
Member – size according to horizon
perspective – frontal
polar
(C) About interpersonal relationships
Whole picture – proportion
scale
Episode – variations in tone
light and shade
gaze
colour
background
detail
Figure/object – attitude
body language
Member – paths
perspective
There are still a number of features to be discovered at a secondary school
level which in my opinion, need more maturity in students. There may need
to be consideration of suitable texts for each stage of learning. It is very
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obvious that Marsden’s The Rabbits (1998) would be lost upon Years 5 & 6.
The concept of symbolism and allegory are to sophisticated for them.

The Practices of Guided Viewing
The language of viewing

Teaching learning strategies

Contributing factors

What teachers and
students said

Impact upon student
written responses

Inhibitors

Figure 21: Model of the Practices for Guided Viewing for Case Study Nina

Language for viewing
In addition to the framework that Nina had created at the conclusion of the study, Figure
22 (p. 226) and Appendix F show a list of terms that were used by Nina and her class as
revealed by the data. As the language of the framework was used by the students and
their teacher, certain concepts seemed to emerge that contributed to the descriptive
summary of the ‘practices of guided viewing’ in Phase 4.
Later these concepts helped construct the theory of Phase 5. The concepts that emerged
from the application of the visual language are set out below:
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•

Intuitive language was often used in the students’ and teachers’ analyses.
The students used language that was readily accessible to them to talk
about the pictures, even if they were referring to some of the concepts
behind specific terms from the framework. For instance, when talking
about the idea of a high attitudinal angle, the students used terms such as
‘leaning forward’, ‘talking down’ and ‘leaning towards’ which seemed to
portray the same ideas, while at the same time emphasising the power
relationships involved (vi. 534; Denise’s written response, The Whales’
Song). The concepts of ‘attitudinal angles’, ‘kind of shot’ and ‘social
distance’ were evident in the data at different times.

•

The students seemed to be more focused in explicating the visual content
in the pictures when they used a specific language for viewing,
especially when the pre and post interviews are compared (au. pr. Int.
1850-9). For instance, in the post interviews, kinds of ‘lines’ were
attached to certain meanings, ‘size’ was matched with power,
‘perspective’ and ‘gaze’ demanded certain interpersonal meanings, and
characters on the ‘third lines’ were seen to be significant (au. p. int.
1312-23, 1513-15; au. 1133-4; au. 1148-50; au. 1231). By using the
visual language in this way, the students were activating certain practices
in viewing that were similar to Luke and Freebody’s (1997& 1999)
practices of code breaker and text participant. That is, students were
using their knowledge of visual language to break the code for how
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Year 5/6 Visual
Language
Ideational

Interpersonal

main message
sub-message
actions

size
colour
warm/cool
cross hatching
light/dark
bright/dull
colour saturation
low/high
predominance
gaze

vectors
movement
setting
time, place
when, where
who doing what
nouns
things participating
noun groups
direction
shape
line
sloping, straight
flowing, curved
diagonal, vertical
horizontal, circular
rigid, jagged
analytical process
concept only
classificational process
concept only
rel. bet. vis. and wtn.

eyeline
eye contact
first thing
distance

Textual
salience
collage
centre
frame
relative position
thirds
right-hand side
left-hand side
edge, top
bottom
upper, lower
foreground
background
3D shape

close shot
middle distance
attitudinal angle
taken from
looking down
viewer's position
body language
relationship with

Semiotic
symbols
meronym
concept only
message
opinion
response
judgement
similes
predominant
interpretation
social literacy
written text
repetition
nouns, n. groups
adjectives, verbs
questions
How does colour
help to make
the message
clear?
Find verbs, noun
groups, adj that
emphasise
the message.
How do lines
emphasise
the message?
What is the
group's opinion
of the poster's
effectiveness?

Figure 22: Terms used by Year 5/6 and Nina
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meanings and messages are constructed. The visual metalanguage
provided them with the tools for participating in creating meaning with
the text.
•

Semiotically, all signs are seen to be culturally laden. For example, the
terms ‘direction’ and ‘movement’ were seen to mean certain things
according to the culture in which they were used. The cultural
construction of texts was thus emphasised for the students. One student
called it, ‘social literacy’ (au. p. int. 1554-59).

•

Another way in which the terms were used was to assist in the selfreflection of one’s own emotions concerning an issue depicted in the
picture. During this study, the students brought their own world
experience and knowledge to the process of constructing meaning with
the text.

•

Many of the terms were used in tandem with each other which seems to
indicate that visual semiosis may simultaneously involve multiple
aspects of visual grammar. The language terms were seen to be
semiotically interdependent. Eyeline, gaze and framing may work
together as an integral whole as the viewer constructs meaning, as may
salience, size, gaze, social distance and/or attitudinal angle.

•

There were quite a few instances where terms were used simply for
superficial analysis of the visual. For instance, some students identified
what was salient while not attaching any meaning to it, while other
students merely identified what actions were taking place in the picture.
Colour was a favourite with this class, where the colours identified were
sometimes described but not attached to any specific meanings. Using
the terminology as a way in to the viewing process, even at a superficial
level, may provide the students with an opportunity to first enjoy, and
orientate themselves to the image, so they are later free to pursue the
abstract practice of critical viewing.
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•

In their group sessions Nina’s students seemed to have a freedom to view
their way into and through a picture book by using the terminology Nina
had selected from the framework. In her reflective summary, Nina
suggested modifying the framework by choosing language suitable to the
students taught. Often, students did not attach any special meaning to
many of the terms. Once having analysed the visual image, students were
ready to talk through the issues and messages of the picture book. Of
course, this freedom in the group situation was also preceded by teacher
modelling of how to use the visual terms and how to construct meaning
through visual analysis.

•

The students’ control over the grammar of the written text did not come
to the forefront, but was mentioned occasionally. By locating nouns and
noun groups in visual as well as written texts, they were able to make
comparisons between the written and visual texts.

•

The scaffold, modelling, list of terms and the guidance from the teacher
seemed to assist students in using the terms provided. The terms
provided gave them clues as to what to look for in the picture. All along,
students seemed to be conscious of the illustrator’s role and seemed to
negotiate with the illustrator what visual semiotic resource(s) would be
used to construct meaning in the viewing process.

Impact on the students’ written responses
Having analysed the written responses of the focus group using certain criteria (see
Appendices N & Q), comparisons were made between earlier and later responses so
that the effect of the visual language could be assessed. Many of the actual responses
are recorded in Appendix Q as testimony to the positive impact the language of viewing
had in improving the quality of their written responses.
It is worth recording both Denise’s and Mal’s responses to The Whale’s Song to show
their ability to analyse and respond to visual texts using some of the language of the
framework. A full comparison with their earlier responses to Window (Baker, 1992) can
be read in Appendix Q.
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Denise’s Response to The Whales’ Song by Dyan Sheldon Gary Blythe
Context
The Whales’ Song characters include a little girl called Lilly, her grandmother and her
uncle. Lilly’s hair is black and her eyes are dark brown. Lilly’s Grandmother has grey
hair and dark brown eyes like Lilly. Her grandmother is wearing pearls around her neck
and a black cardigan.
Lilly’s uncle also has grey hair and a moustache. When Lilly’s grandmother tells her
about whales her uncle gets angry and yells at Grandma. When he yells Lilly gets
frightened. The topic of the story is that Lilly’s grandmother is telling her about the
whales and Lilly wants to hear them sing. It doesn’t say when this book is set in but I
think it is a modern book. In 1990 this book was published by Hutchinsen’s
Publications and in 1993 published by Red Fox Publications.
Synopsis
The main message of the book is that you shouldn’t kill whales and that they are nice
creatures. The author’s opinion is put forward and so is Lilly’s grandmother’s.
Description
I am doing the fifth page from the front. In this page Lilly and her grandmother are
sitting down together looking scared and her uncle is yelling at her grandmother.
Behind her uncle is a table with ornaments on it and on the cabinet there are candles,
photos, cards and flowers. Lilly’s relationship with her Grandma is very close because
her Grandma has her arm around her, holding her close. In the foreground Lilly’s uncle
is leaning forwards towards Lilly and her Grandma and is yelling. The light from the
window is shining from outside onto Uncle’s face which makes him more salient.
Lilly’s uncle feels angry about whales and when he yells, Lilly and Grandma feel
scared.
There are vertical and horizontal lines on the window. There is a diagonal showing
Lilly’s uncle leaning towards Lilly and Grandma. The window is a rectangle standing
up and the table behind Lilly’s uncle is round and made of wood.
The colour of the walls have a glow because of the light from the window. The
expression on Lilly’s and her Grandma’s face are salient because they’re frightened
because Lilly’s uncle is yelling at her Grandma.
The written text is practically the same because it says Uncle Frederick storms into the
room and he does in the picture.
In the second picture I chose, which is the last page, the girl is staring at the whale in
the water with her eyes wide open. Her hair is being blown by the wind and she has her
pyjamas on. The stars behind her are bright and they sort of glow. Lilly’s relationship
with the whales is good because it looks like Lilly is very interested in the whales by the
way she is staring at them and the sky is a very good background for the picture because
Lilly’s hair and her pyjamas blend in with the sky. Lilly is looking straight towards the
reader. Lilly’s eyes are salient because they show where she is looking. The written text
is not the same as the picture but it does show Lilly’s nightie and her hair blowing in the
breeze.
Opinion
I think this book is well written and the pictures are good. In the eighth double spread
the sunset is very cleverly constructed.
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Compared with her first written response, Denise is more analytical in her response to
The Whales’ Song. She uses the language of the framework to construct her response
using such visual resources as ‘diagonal lines’, ‘leaning forwards’, ‘background’,
‘foreground’, ‘light’ and ‘salience’, ‘colour’ and ‘looking straight’ (gaze). Not only
does Denise analyse, she also interprets the meaning of the pictures using these visual
resources. For instance, the Uncle’s ‘leaning forward’ (or attitudinal angle) is related to
his negative approach to Lilly and Grandma. In instances like this - where the visual
language was used to construct the characters’ attitudes towards other characters - there
was a similarity to what is involved in Luke and Freebody’s (1997 & 1999) text
participant and text analyst practices.
Admittedly, the teacher’s scaffold of questions was very helpful in guiding Denise in
her viewing and written response. However, the fact that she had a language for viewing
and for talking about the book seemed to add more depth of meaning to her analysis.
Mal’s analysis of The Whales’ Song showed considerable improvement with more
construction of meaning using the visual terminology. His written response to The
Whales’ Song is as follows.

Mal’s Response to The Whales’ Song by Dyan Sheldon and Gary Blythe
Context
We know that Lilly likes being with his grandmother. The book is about whales, Lilly,
her grandmother, and her Uncle Frederick. The setting is in the present day, on the coast
of Australia. I think this because of the beautiful sand. I think the author’s and
illustrator’s purpose is to tell you not to kill whales, and not to take whales for granted.
The book was published by Hutchinson Children’s Books in 1990. It was published a
second time by Red Fox in 1993. The book was printed in Hong Kong.
Synopsis
I think the main message is never kill whales, and that whales are peaceful, wonderful
creatures. This opinion was put forward by Uncle Frederick and Lilly’s grandmother.
Description
On the eighth double spread Lily is at the end of a jetty dropping a flower in the ocean
for the whales. The ocean and the sky is neutral and the jetty is man made. I am at the
start of the jetty looking out at the ocean, Lilly, the flowers, the horizon, and the clouds.
The picture generates a lot of hope. The jetty planks are very old and straight and the
rope is curved to tell people to be careful. The jetty is facing out towards the ocean, then
it turns left. The most salient thing is the jetty because it is close up.
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The written text is the same as the picture because in the text it said: ‘She went where
no one fished or swam or sailed their boats’. In the picture no one was there except for
Lilly.
On the first double spread there are no people but there are two whales and lots of little
fish. The two whales are very big and the fish are really small to show the size of the
whales. The whales are in the right place because they are in the sea with the fish. I am
in the sea looking at the side of the whale. The only actions are the fish and the whales
swimming. The feeling I get is that whales are beautiful creatures.
The line of the whales is curved to show the natural animals. The whales are blue and
white and the fish are orange and yellow. The whales are going to the right hand side of
the page and the fish are going to the left. The whales are the salient thing because they
are huge.
The written message is the same as the visual text because the whales are huge and in
the text it says that.
Opinion
I think the book is a good story to tell you not to shoot whales.

What was significant in Mal’s responses was his ability to substantiate his claims with a
reason. For instance:
The two whales are very big and the fish are really small to show the size of the whales.
The line of the whales is curved to show the natural animals.
The whales are the salient thing because they are huge.

Mal was therefore able to use the language of the framework to identify visual resources
and participate in the construction of meaning.
To summarise, the impact of the language of the framework was positive for most
students. For one student in particular, the visual language has made her writing more
prolific in terms of content and the message of the pictures. Nina summed it up when
she said, ‘I am really happy with the products from this series of lessons … the samples
you (the researcher) have are interesting’ (Nina’s diary).
As well as a starting point for visual analysis, the terminology seemed to open up a
variety of options for a language for viewing, which students had not experienced
previously. This terminology seemed to initiate critical analysis and provide students
with the tools for participating in the construction of visual meanings and messages.
However, in using the visual terminology to answer the questions in the scaffold, there
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were times when students’ written responses seemed a little disjointed and lacked
cohesion. Their analyses answered individual questions using visual language with
minimal interconnection with the response text as a whole.
Nevertheless, there were students for whom the language of viewing provided an
opportunity for an in-depth critical analysis leading to a greater understanding of the
meanings and messages in visual images. Examples are Jemima’s written response to
Where the Forest Meets the Sea, and Adrian’s, Denise’s and Katherine’s written
responses to The Whales’ Song (Appendix C). As shown earlier, this is akin to Luke and
Freebody’s (1997 & 1999) concept of the text participant practice whereby the reader
uses the patterns, conventions and language of the text to participate in the construction
of its meaning and message. In that there was some understanding of the values and
beliefs of the author/illustrator, the students were also beginning to use text analyst
practices. This happened after students had gained control over the language for
viewing. That is, once the students had control over visual language, it was this
language that initiated critical viewing. Then again, there were a couple of students who
used the language only for a superficial analysis of the image, with little recognition for
the critical side of viewing.
For the few students who did not use the terminology to any great extent, the concepts
behind certain terms of the framework seemed to be present in their analyses (e.g.,
Tamsin’s written responses). In the interaction among other students doing critical
viewing in a group they constructed some similar ideas to those who used the language
of viewing successfully.
Contributing factors for guided viewing
The following paragraphs indicate the factors that guided Nina’s teaching of viewing.
Many of her students possessed a kind of a meta-cultural awareness of the social
construction of meaning (e.g., au. 939-96). This awareness could be credited to Nina’s
belief in literacy as a social construct that permeated her teaching. For instance, Nina
pointed out to her students the connection between the left/right orientation of a picture
and the direction of writing in western culture, and the cultural meaning behind a flower
as symbolising better days ahead in one of the flood pictures (au. 1055-68; vi. 219-224).
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A scaffold of guiding questions
As with other case studies, where the teachers used a scaffold of critical questions to
guide their analyses, the students were confident in their oral and written responses. The
questions were linked to generic stages, and suggested visual terms to direct the viewer
towards certain understandings in their visual analysis. The generic scaffold helped
organise the students’ analyses and shaped their responses, as they talked about their
pictures analytically and critically. Nina’s school Principal explained to the researcher
that he was ‘impressed with the level of discussion using the terminology in the
classroom’ (Field log 19/10). Later he said that some students could not have produced
much writing at all under normal circumstances, but this study ‘has lifted the standard
of their writing enormously’ (Field log 11/11). The following questions from one of her
scaffolds show Nina’s analytical and critical approach to viewing using a metalanguage:
What catches your attention about the photo? How does colour help to make the
message clear? Find & record verbs, noun groups or adjectives which emphasise the
message. How do lines emphasis the message? What is the group’s opinion of the
poster’s effectiveness? (25/8 Lesson plan 30 min. first response writing; Wall chart, p.
225. Appendix C)

The teacher’s reflective diary.
Teacher reflection was carried out through teacher/researcher meetings during Nina’s
teacher release, the study days the participating teachers had for sharing and a
Primary/High School visit and in her reflective diary. Throughout her diary, Nina
planned, reflected, assessed and reconfigured lessons. For instance, on 1/9/98, she
wrote that she was ‘fairly well impressed by the standard of the responses … I think
everyone has understood the features of the response. We need to look at more
vocabulary for discussing position.’ Soon after that entry on 3/9, she provided a further
lesson on the flood pictures (e.g., Plates 1–5 & 12) using vocabulary for position (e.g.,
lower right, centre, distant, close-up and thirds).
Valuing the unexpected in critical viewing
Nina applauded any novel findings from the students, as part of her critical literacy
approach to texts. She was accepting of students’ divergent answers to questions about
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visual texts such as, ‘Whose point of view is being put forward by the author?’ so that a
range of analyses were put forward (Nina’s scaffold, au. 541-570).
Initial textual analysis
The students often began with an analysis of the position of things and how these were
organised in reference to each other. Once the students had completed an initial textual
analysis, they were free to focus on the more interpersonal and ideational meanings of
the text. For instance, Nina was able to use the idea of segmenting pictures into thirds as
a way of focusing the students’ attention on the important and significant aspects of a
picture. Once students had done this, they were free to consider the meanings, messages
and their own feelings concerning the visual image (e.g., Denise’s and Adrian’s written
response to Where the Forest Meets the Sea, Baker, 1987).
Another initial textual analysis Nina used was the question, ‘What do you notice first?’
(au. 1263). This question focused on that part of a visual text that is akin to the point of
departure in a written clause, or the thematic structure. For the book, Where the
Rainforest Meets the Sea (Baker, 1987), the students said that they first noticed the
colours of the rainforest because of their brightness. Again, these initial textual
impressions freed students for further analyses related to the semantic constructions of
the text.
Interaction between the written and visual texts
The students were able to understand the interaction of the written text with the visual
text (au. 964-971, Interview 1000-40). The message of the visual image was often
analysed to be the same as the written text (e.g., newspaper pictures, The Whales’ Song
and Where the Forest Meets the Sea). Sometimes what was present in one kind of text
was absent in another.
Nina made connections between the two texts, with guiding questions such as, ‘How
does the written text improve the picture?’ and ‘How does she improve the written
message?’(vi. 18, 264) Adrian’s written response shows such a relationship:
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She introduces an Aboriginal hunter but doesn’t say anything about it in the writing.
She introduces a possum and improves the writing by showing that’s where the possum
used to live but its habitat has been destroyed (Adrian’s written response).

Semiotic interdependence
Many of the terms in the framework or similar concepts as Nina often used, were seen
to be semiotically interdependent in Nina’s approach to teaching critical viewing. Some
terms need other semiotic resources to articulate their meaning. For instance, salience
needs to be substantiated by one or more semiotic features in order to construct meaning
(e.g., salience/stands out + size/bigger + position/centre, vi. 75-77; light + up close, vi.
54 – 8; salience + size, au. 55; gaze + pointing/action, vi. 434)
Teaching the language of viewing in context
Teaching visual terms as they occurred naturally in the visual image was preferred by
Nina to a presentation of visual terms out of context. The visual image itself should
determine the language a teacher and students use rather than the framework of
language because not all the terms in the framework apply to every picture. The
framework of visual language would certainly help in that choice, but the teacher and
students would consult the visual image in the first instant in search of the semiotic
constituents that need a visual metalanguage.
The teacher’s knowledge and expertise in visual literacy
The teacher’s knowledge and expertise in visual literacy is of paramount importance
when guiding students in critical viewing (vi. 112-233; vi. 201-208). Nina’s knowledge
and practice in viewing, as well as her positive disposition towards viewing, seemed to
qualify her as a viewer expert in the eyes of her students.
The semiotic processes of critical viewing
The following Figure 23 (p. 236) summarises the semiotic processes that were at work
when Nina was teaching her students visual literacy. In her lessons, Nina referred to the
students’ experience and knowledge of culture and beliefs and how these influenced the
meaning of the visual literacy terms (e.g., the left side as being culturally important), or
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the understanding of a particular message. She showed how the terminology (or signs)
produced meaning or messages (signification) and often asked for reasons to back up
the point the students made (Nina’s reflective summary). It is the viewer’s own values,
beliefs and cultural and social backgrounds that motivate and shape the viewer’s use of
the visual language to form meanings and messages. This semiotic process is how a
viewer uses the visual language as signs to signify certain meanings and messages. A
viewer’s experience and knowledge about the world is also seen through the viewer’s
values and beliefs as well as the way they perceive cultural values and social myths.
Within this model of viewing, there is a reciprocal process of motivation among all four

meanings

signs

messages

visual language
signify

construct

motivate
motivate

cultural values
social myths

viewer’s values
experience
and
knowledge

and beliefs

Figure 23: Viewing as a Semiotic Process

entities. That is, as signs visual language is motivated by viewers’ values and beliefs, as
are their values and beliefs being influenced or motivated by the use of visual language.
There is also a reciprocal relationship between cultural values and social myths and the
signs or visual language used to express these.
The whispering text
While analysing the close-up of Grandma and Lilly, students spoke of the fact that they
were looking at each other and that their heads were in a horizontal third (vi. 515). Nina
used these student contributions to direct their attention to the concept of ‘whispering
237

text’. Nina explained that Grandma and Lilly were ‘close up so they whisper. So maybe
it’s like whispering to you the reader’ (vi. 521). As well as whispering to one another in
the picture, they are also whispering to the viewer as well, in that the viewer temporarily
assumes the role of the ‘spoken-to,’ the ‘listener’ or the person being gazed at. As was
the case with many episodes in Nina’s teaching, she accepted multiple viewpoints from
her students and built upon what they had contributed to model specific points in
viewing.
Teaching-learning strategies
As the data were categorised and analysed in the context of critical episodes, certain
teaching strategies came to light. A full description of each strategy is shown in
Appendix C. The strategies are:
•

use of big books for modelled and shared viewing (see Nina’s lesson
plans for the 27th and 28th as recorded in Appendix N);

•

worksheets;

•

response guides (response genre and its generic staging – suggested
questions and visual language);

•

charts of visual language;

•

co-operative group analysis;

•

class and group discussion;

•

book stands (This seemed to keep the work area clear for the students to
discuss and write down their findings);

•

role playing visual literacy (using role play to explain the ‘body
language’ of characters in the visual image);

•

local contexts (Nina applied the messages of the book, Window, to local
contexts); and

•

repeated modelling of terminology.

Teacher’s and students’ statements about the language of the framework
The teacher’s and students’ statements regarding the use of the language provided
insights that were helpful in establishing the relevance of some of the findings.
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The Students
The focus group students were given the opportunity to comment on and describe their
experience with using the language of the framework. The following quotes are some of
the comments selected from the students’ post interviews, according to whether they
referred to the visual language of the framework. These statements were lifted from the
transcripts because they help to understand the impact the visual language had on the
students’ viewing and the manner in which they responded to visual texts. They
contained concepts that assisted in the coding of the data:
•

the language gave understanding (Jemima au. 2048-9);

•

helps you describe colour, the background, gaze, where they’re standing,
and their mood (Tamsin au. 1513-5);

•

gives you information – harder to write without it (Mal au. 1519); and

•

it gives you confidence – you know what you are talking about (Adrian
au. 1522-4).

For their written responses, students said that the language helped them write about
what the book is about, gave them more to say and helped them ‘know what it means’.
This is revealed in the following data:
•

The words had made it easier to write about the pictures because without them
they had little understanding of the visual image. (Jemima au. p. int. 2048-9; au.
1511-12).

•

Adrian felt that the language of the framework helps you write about some
specific thing … ‘you know what you are writing about’ (Adrian p. int. au. 1392
-3).

•

It gave them confidence ‘because you know when you are going to sit down and
write a personal response - you know what you are talking about and it is not as
difficult because you know. You’ve learnt it and it is not as hard (Adrian p. int.
1522-4).

•

Others saw the language helping them work out the message of the author. The
questions and words Nina put on the board also helped (au. P F Int. 1376-1403).
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•

All students agreed that the model was not a waste of time but it, ‘tells you how
to look at the thirds and the actions and the most important things’ (Mal and
Tamsin) (au. p. f. int. 1502-08).

•

Tamsin commented that it had been a great success, while Mal said, ‘I just
wanted to do it’.

•

Students mentioned that Nina’s help and her ability to explain things supported
them through the project. Students thought the books were a wise choice with
their detail and the differences between the visual and written texts. Jemima
thought that with Window, ‘You can think up your own story book you think.
Like everybody can have their different opinion about it’ (au. p. f. int. 1528-52).

The Teacher
The memos of what Nina had to say about using the language of the framework support
coding in the following areas - the language of the framework, guided viewing, written
responses and what she would do differently.
Nina made specific comments about the ‘language of the framework’. The transcripts of
an interview with Nina revealed how the grammatical resources in the framework had
been useful for teachers and students in their viewing, and that students were able to use
the visual grammar as a language for determining what was in the picture, including the
messages and points of view found in picture books. Nina also commented on the
improvement in students’ writing (p. int. au. 2499-2883).
While Nina found that the language supported the unit of work she had planned with her
colleague on the Environment, she stated that she had to be discriminatory in the
choice of terms according to the particular text that she was using (p. int. au. 2525).
The most useful parts of the framework she found to be the interpersonal and ideational
metafunctions. The interpersonal section she thought was really powerful. During her
post interview Nina said:
In Where the Forest Meets the Sea, it is easy and all of their language about the way in
which people are looking at each other, their standing, the way they are leaning, with
their backs to you, looking at you, … even down to in The Whales’ Song the little girl’s
face and how round is it? And how soft looking it is, and so all these little messages that
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are coming through from her big brown eyes and the very innocence of her and so on,
the children certainly picked up on that and I found that was rather fascinating. That’s
my bent, that’s the thing I like. .. Window was so good, it was so easy to pick out little
bits and pieces as the town developed and bringing their knowledge up to the front and
looking at what Jeannie is showing (p. int. au. 2719-33).

Nina has personalised the language of the framework to meet the needs of her class and
match their level of vocabulary. For instance, rather than refer to an adverbial phrase of
time and place, they were asked about when and where things happened in the picture
(p. int. au. 2763).
There were certain things Nina said about ‘guided viewing’; i.e., teaching the language
of the framework that provided guidance to the students in their viewing:
•

The choice of books was important. As a result the students ‘learnt to look a lot
deeper into visuals’ (p. int. au. 2501-3).

•

There was a perspective for examining the purpose of the author. The students
could now explain why they like a text or why they don’t. They were able to
look for the author’s purpose, which is something they hadn’t done before.
There may be a discrepancy between the visual and written texts. Nina called it
critical literacy (p. int. au. 2511-13).

•

Teachers need to do their preparation and be familiar with their visual texts.
They really need to think about it. ‘We really knew what we wanted the children
to look for’ (p. int. au. 2528-9).

•

The framework using the response genre was good for the students because it
did not take them long to understand what was in the framework. Nina used the
sub-headings from the response genre provided, and she chose the framework
language which fitted best into these stages (au. 2541-4).

•

Collaborative discussion was encouraged. Nina noted that there were different
features and meanings that students initiated and discussed. She observed that
students would say something that she had not noticed herself, and which
students had picked out independently (au. 2577-83). Nina was ‘amazed at what
some students actually found, especially in The Whales’ Song’ (p. int. au. 25362781).
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•

The author’s point of view (au. 2594, 2511-13) had been considered for the first
time by the students and they were looking more deeply into texts and
considering background knowledge about the author and illustrator (au. 262830). Nina stated that, ‘Some of the kids in my class started thinking about the
relationship between Uncle Frederick and Grandma and they couldn’t work out
whether they were brother and sister or whether it was mother and son’ (p. int.
au. 2640-48). Nina believes the more the teacher can give students about the
background of the author and the circumstances surrounding the writing of a
book, the better the children’s understanding and desire to find out the deeper
things in the book (p. int. au. 2611-30).

•

When students were giving answers to critical literacy questions, Nina accepted
all their answers. ‘I’ve tried to say to them there is no right or wrong answer so
long as you can back it up’ (p. int. au. 2666). All the students are welcome to try
‘to solve the puzzle of what’s in the picture and what does it mean?’ (p. int. au.
2674).

•

The response guide (au. 2541-3) gave Nina’s students the guidance they needed
to analyse and write about texts with visuals. Nina provided explicit modelling
in how to analyse a text (p. int. au. 2818-26). Nina explained that there had been
a lot of brainstorming, making lists, doing a short piece of writing, sharing it,
writing a stage at a time, and revising their own writing from what they had
heard (p. int. au. 2796-2805). Nina found by using the response guide in this
way, some poorer writers, ‘were completely enthralled and wanted to keep
writing. I’ve got to tell you more, I’ve got to tell you more’. Nina’s lists of
words up on the wall were a constant reminder. She saw the future possibility of
using clusters of words to describe colour or shape which they could use in their
writing or critical viewing (p. int. au. 2835-7).

•

An important part of guided viewing is the provision of the teacher’s mentor or
someone with whom he or she can collaborate, plan and exchange suggestions.
During this interview, Nina and her mentor teacher collaborated with each other
and corroborated each other’s ideas. It was obvious that they had provided each
other with guidance and support. They were both enthusiastic and positive about
the contributions of visual literacy to their class learning programs (p. int. au.
2767).
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Nina commented on the students’ writing as well as their appreciation of the
relationship between the visual and written texts. As indicated before, both the Principal
and Nina told the researcher of the improvement in the students’ writing. From the
interview, this improvement appeared to be in some part due to the students having a
language for talking about pictures, and having something to write about (au. 2724-37,
au. 2761-3, au. 2796-7, au. 2769-72). When passing the students’ work samples to the
researcher, Nina emphasised how pleased she was with the level achieved by her
students in their written responses. In the post interview, Nina reaffirmed this
improvement, citing Katherine, ‘who’s probably my worst writer, and one of your
group. But I mean, she’s now got a handle, something to grasp onto when she’s writing
about these things’ (p. int. au. 2771-2).
Nina saw that there had been a progression in the students from just providing ‘one-off
answers’ to the scaffolding questions, to offering more depth in their own analyses.
Nina projected that, ‘Hopefully as they go along, they can be just given those
subheadings, context and synopsis and there you go, because they will have all of that
language’ (p. int. au. 2869-72).
As mentioned in the ‘Contributing Factors’ that supported guided viewing, Nina
explained that much of what the text does not say, the pictures do. With Window, the
students appreciated the fact that viewers ‘did not need the text’ and that Jeannie
Baker’s skill was ‘getting the meaning over without the written text’ (p. int. au. 2704-6).
With the other books, students realised that the written text constructed meaning
differently from the visual text (p. int. au. 2696-715). Nina helped her students pick out
grammatical features in the written text that helped them construct meaning in the visual
text. The students were strongly engaged in this, and wanted to keep writing (p. int. au.
2841-5).
Inhibitors to critical viewing
The following inhibitors seemed unavoidable, but were a natural part of qualitative
research in which variables of all kinds are bound to appear.
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•

Some data were lost in the early stages because of faulty equipment.

•

There was some confusion between reading paths and eyelines. However, the
use of the term ‘eyelines’ served to isolate important reading paths within the
visual text and so explain why a viewer’s attention is directed to the important
thing, person or happening in the picture.

• Because of the demands of the consultancy position which the researcher held
during the study, there were a couple of outstanding lessons that were missed by
the researcher. However, Nina recorded these lessons in her diary.
•

Limiting the written work samples to members of the focus group tended to
deprive the study of some rich data in critical viewing. However, the oral and
video recordings, provided more than enough supportive data to investigate the
use of the visual framework and devise a theory for critical viewing.
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Case Study Anne
Introduction

The School
The High School where Anne teaches is a High School of the Performing Arts. Her
Year 8 class was used for this study. At the time of the study, this school had two
parallel classes that were academically superior to the others, while the remaining
classes were either streamed (graded) or parallel (mixed) classes.
The Teacher
Anne is an experienced English teacher teaching at a High School for the Performing
Arts. She came to the study having previous experience in using advertisements and
videos during her English classes. Her expertise and background in teaching literature is
evident from the way she approached teaching viewing and the pedagogical issues she
raised. From the beginning of the study, she reflected on various problems associated
with teaching visual literacy, and took from the training and the language of the
framework what would work for her. For example, Anne made her own list of terms
from the framework based upon what she knew would assist her students’ viewing of
the picture books. She also collected her own visuals for the students to analyse so that
they would have the opportunity to apply known terms in another context. Anne is a
critical thinker who checked the credibility of all aspects of visual literacy and
scrutinised the language, programs and strategies according to how practical they would
be in the context of her classroom.
Anne incorporated modelled and guided learning in her classroom practices. The
researcher noted her ability to model text analysis and the viewing of visual images. She
set up lesson structures to guide the students in their own viewing of the picture books.
Her guided viewing took the form of a response scaffold (au. 381a) with guiding
questions. The questions elicited the use of the language of the framework, and led
students to think critically about the construction of an author’s purpose and meaning.
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At the conclusion of the study, Anne was asked to write a short statement describing the
pedagogy that drove her teaching during the project. In it she wrote:
I feel that students learn through modelled responses to a larger extent. Also that new
concepts or terms introduced need to be applied by the students themselves, rather than
simply being taught. Deconstructing is invaluable in teaching visual literacy.
Students need to be able to create their own expressions of visual literacy. Group work
is another valuable tool re interpretation of meaning etc. (Anne’s written pedagogical
statement)

These pedagogical beliefs were realised in her classroom as described by some of her
students. According to the students, Anne modelled ways that terms are used for
viewing texts, often providing students with sheets that helped them use these terms.
Students thought she was willing to listen to what they wanted to say. Students did not
have a fear of being wrong. While the students were learning with Anne, they had a
feeling of confidence, mainly because she accepted them as legitimate viewers and
offered suggestions as they were needed.
The focus group students reported classroom interactions that aligned with the
pedagogical principles outlined by Anne, above. From what they said, the students
expected the teacher to model and guide them, so that they would eventually be able to
view the texts on their own. Nellie explained,
‘I really don’t think a teacher has anything to do with it – like they explain what all
those words mean, you’ve got on the sheet like vector and everything like that, but once
you know all them it’s really up to your own imagination to do it all ….. You need the
teacher to give you the tools, but the rest you do on your own’ (Nellie, au. p. int. 369375).

The Class
This particular Year 8 class and their teacher Anne contributed substantially to the
findings and theory of this study. This class was described by their teacher as being ‘a
top performing arts class’. The Head Teacher English, Anne and the researcher agreed
that this class would provide an opportunity to observe the language of visual literacy at
work and how the class viewed visual images critically. Anne described the class as ‘a
fairly bright class probably because they are performing arts students. They are fairly
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articulate’. Anne stated that her students needed to be kept on task. She described their
literacy skills as being ‘quite high’, having scored from the top mid range to high across
the areas that had been tested (au. 2393-2450).
During this study, the class was enthusiastic about critical viewing. Anne emphasised
her own pleasure in the students’ enthusiasm: ‘If they were ever bored they turn off.’
What students did with the texts and how they responded exceeded initial expectations
(Field notes 5/11; Field notes 2/11). The case study report in this chapter indicates that
the language of the framework and the practice of critical analysis enhanced the
students’ knowledge of critical viewing. The students were quick to understand what to
do and how to use visual terminology. Anne always praised and applauded her students’
success (Field notes 23/10, 2/11, 5/11).
The researcher asked the question, ‘What was the secret of this intense interest in a Year
8 English class?’ It was observed that Anne’s own enjoyment of visual literacy seemed
to be contagious. Her acceptance of the students’ analyses was crucial, as was her
willingness to allow the students’ analyses, questions and suggestions to steer the
lesson. This level of acceptance was revealed in the post interviews, and helped students
to maintain their commitment and interest. She kept lessons alive and well-paced, and
allowed the students to be the ones who were in control. For instance, when Anne
wanted to focus on ‘framing’, they wanted to pursue ‘line’. She guided them in what
they wanted to ‘see’ in the image, thus seizing the unexpected and making use of their
innovative ways of viewing. Their interest and enthusiasm bred success and Anne was
often heard to exclaim, ‘Excellent Year 8!’ At times their interest was so focused that
the atmosphere in the classroom could only be described as ‘electric’ (the researcher’s
reflection). This was due, in no small part, to Anne’s enthusiasm, group dynamics and
teaching techniques.
Anne explained that in visual literacy lessons prior to this study, she did not use ‘any
particular terminology that was specific to (screen)’ except that it’s ‘a different form of
understanding a text, it’s as legitimate’ (au. 2443-4). The class had done some ‘very
minor work on camera angles and things like close – ups’ at a fairly simplistic level
asking questions such as, ‘What is that showing you about the characters?’ (au. 23932450; Field notes 31/8 & au. 2452-87).
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Even though the Year 8 students covered a range of multimedia texts, Anne thought that
it would be beneficial for her students to study picture books, so that they would begin
to understand how to use the language of viewing (au. 2518-32). In planning such
lessons, Anne felt that the lessons slotted in well with the class literacy program. She
stated that, ‘It’s another form of learning about English literature’ (au. 2555-61).
The Books
Whereas Nina chose to make her visual literacy part of an integrated unit, Anne used
this study as a discrete unit in literature – that is, the study of visual literacy. The books
Window (Baker, 1992) and The Rabbits (Marsden & Tan, 1998) were used, as well as
some pictures of the Illawarra floods (plates) and other magazine and newspaper
clippings were used for treating the language of viewing.
Procedure (How Critical Viewing was Taught)
The procedure Anne followed was to model the use of visual language by introducing
the terminology while viewing one picture, sometimes with a predetermined outline of
the discussion that was likely to follow, and the students would write a response to these
pages (Field notes 2/11; 23/10). This might happen for 5 or 6 pictures after which the
response was done by the students for the rest of the book (Field notes 23/10).
Anne also introduced some of the terms using specifically chosen pictures. Following
this she applied these terms to the picture book Window (Baker, 1992) (au. 2600-70). In
doing so, Anne would firstly consider only the important features of any given picture
with the students, but as she moved further into the book her questions would be more
open–ended, allowing students more freedom and responsibility in analysing the book
and using the terminology. At times, Anne needed to remind them of terminology that
could be used, because some of the students were still too general in their analysis of the
visual text, as the following extract shows:
So they now look at the text, and I still have to remind them, check your visual literacy
list because sometimes some of them will still be too general. Oh its colour but they’re
not saying perhaps saturation, perhaps tone, perhaps how it is used, until they’re
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reminded of that. But they’re pretty good. They know what they have to do and they
just do it. But they’re a bright class too, so I would expect that (au. 2630-36).

Anne often sat in on a students’ group discussion directing students when they were a
bit vague, pointing out features they had not noticed, but also knowing when to use
general terms to allow students to construct their own findings rather than be told (au.
1640-50).
When learning to write responses to pictures and the books Window (Baker, 1992) and
The Rabbits (Marsden & Tan, 1998), Anne showed them the structure and contents of a
modelled written response. The scaffold was expressed within the stages of a written
response. The scaffold included suggested terms, with sample sentences modelling how
to write a response, as well as criteria for writing and revising the response. After being
introduced to the visual response scaffold, the students then moved into groups and
worked through their visual responses in writing.
In the following quote from an interview, Anne described the influence of the visual
language on students’ written responses:
I think the prime thing is they now know the language and they can incorporate that into
what they’re writing. So their writing has become more sophisticated and become more
specific rather than general floundering around for a term they want. The visual literacy,
the language of visual literacy has given them the terms to use (au. 2600-70).

Anne said, ‘I try to model the model for them’. She not only taught them the terms for
visual analysis, she also modelled the process of critically viewing a visual text. Early in
the study, Anne grappled with the problem of where critical literacy fitted into her
model of teaching. She asked the researcher whether she should treat it separately or
mixed in with the framework language. The researcher suggested using the grammar of
the framework to help explore critical literacy questions. The researcher also provided a
table of critical literacy questions, recorded in Appendix M, to support her with critical
viewing using the metalanguage of the framework (Field notes 23/10).
As the study progressed, Anne and the students connected the language of viewing with
critical analysis. They used questions like, ‘What does this mean for the viewer?’ ‘How
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are you being manipulated as a viewer?’ and ‘What is it the writer or illustrator wants
you to think?’ Later in the study, it was evident from the transcripts that some students
had used the terminology to answer some critical questions which they themselves
developed from the visual text.
Exemplars of Data Analysis
The following episodes from the study of Window (Baker, 1992) and The Rabbits
(Marsden & Tan, 1998) serve to exemplify the conceptual findings from the data
analysis that related to the theory.
Window (Baker, 1992)

Actions/verbs, do-er, done-to, vector, trajectory
The purpose of including these episodes is to show that the students often focused on
the actions or what was happening in pictures. The data on the video revealed that the
students wrote their response texts during their discussions, using the response scaffold
(Field notes 11/11). The students appeared to be interested and dynamic in their
discussion. They were able to talk and write about actions such as ‘enclosing the child
in her arms’ (Nellie’s written response). Kylie pointed out to Kathy the act of spraying
the motorbike. Kathy critiqued the scene by stating, ‘I think he is spraying his
motorbike to show he is part of the social (set)’ (vi. 214-230).
The students appeared enthusiastic. Their enthusiasm was apparent in the momentum
and pace of the lesson and the way in which the students gestured with their hands when
explaining (vi. 300-10). Anne also included the additional idea of ‘a vector’. One
student was able to explain that a vector was a line from something to what is done (au.
265-9).
What was significant in terms of critical viewing theory, was that Anne explained how
three visual resources interacted to create meaning:
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Anne: It involves an image or a symbol and the idea of the vector. And as Mr Hadfield
pointed out to you the highly saturated colour of the superman suit. Those three work
together to create a certain message or meaning now I want you to direct your attention
to that the cat, the super man suit of the little boy standing on the box, and the use of the
vector. In other words, the boy’s eyeline and the cat’s eye line… All right taking all this
into account see if you can work out the significance of this whole image is, in terms of
the meaning or the message that the author is trying to get across to you. (au. 270-290).

Here Anne made explicit for the students the semiotic interdependence of the different
visual grammatical elements. Some interesting discussion emerged from her short input.
One student said, ‘Let’s discuss this’. Students mentioned the cat looking up at Sam
(Window 3) who was dressed in a superman suit signifying power, a vector from the
boy looking down on the wildlife, showing that he has power over wildlife (Window 7)
and the connection between the fragile box and natural environment (Window 3, au.
263-291).
Following this discussion, the students were given an activity where they had to write
down all the actions in terms of the ‘do-er’ and the ‘done-to’, as well as the ‘think-er’
and the ‘what-is-thought’ and the ‘say-er’ and the ‘what-is-said’. Students were to
record the messages for each action. After the researcher modelled how to do one of
these (au. 413-16), there was active discussion (au. 420-31), particularly in the way the
students deliberated on the messages. Sam’s action of firing his catapult was seen as
him being one of the ‘larrikins’ who had ‘social connections’. Anne suggested a
possible message as ‘machine versus nature’. Nellie thought that the action of ‘petting’
the cat was ‘welcoming in the New’. She explained that the natural species have gone
away because everybody is welcoming in new species (au. 420-31).
It is interesting to see that sometimes the students provided each other with feedback,
which was often modelled by Anne as she encouraged the students in their analyses. In
the episode above, the students were heard to comment, ‘Well thought out, well thought
out’ (au. 420-31). Furthermore there were some occasions when students took their turn
in asking critical questions, similar to the ones Anne had modelled for them.
Nellie made connections with the main issue of the book with a different type of action
- what was said. She stated, ‘The action is the truck driver is saying “OK I’m going
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Now”, and the message is that he has finished making his impact on this page, and is
moving off somewhere else to start again. He may not realise he’s doing it, but that’s
what happens’ (au. 451-56).
Students on the whole could work out what the characters were doing, but found it
difficult to work out what the characters were thinking or saying. The researcher
explained that clues such as context, an expression on a face, where they are looking,
and what they are doing, could all help work out what a character is saying or thinking.
Later in the lesson, Nigel, Kylie, Kathy and the researcher constructed the ‘think-er’ and
‘what-is-thought’ in the last window where Sam is reflecting on the cycle of life and
settlement in the bush. Kathy said, ‘You can see the whole cycle (motioning with her
finger) happen. It’s like his mother’ (vi 161-9). The researcher suggested that ‘there
must be a message behind the “thinker” and “what-is-thought”’. Kathy’s added, ‘He
thinks he is powerful, then again he’s just a part of it as any other person’ (vi. 170-2).
Nellie, Geoff and Nigel concluded that Sam was thinking about ‘starting again’ to
which Geoff added, ‘The cycle of life - he starts life afresh, environment’ (au. 479-487).
Kylie’s work sample (Table 11, p. 252) gives a summary of her group’s deliberations
concerning the ‘actions’, ‘speaking’ and ‘thinking’ occurring in the pictures and their
related messages (Also in Kathy, Nigel V, Nigel A, and Geoff’s work samples).
In summary, Anne’s focused viewing on actions using visual images helped the students
make some valid connections between single visual terms and their messages. They also
understood the semiotic interdependence among visual terms. Anne’s own enjoyment
and enthusiasm seemed to be contagious for her students. Her acceptance of their
analyses was critical. She was willing to allow the students’ analyses, questions and
suggestions to steer the lesson. As mentioned earlier, this level of acceptance helped to
maintain students’ commitment and interest. Anne always encouraged her students in
their analyses letting them take turns in asking critical questions, just as Anne had
modelled for them.
After modelling how to use certain visual language, there was usually lots of active
discussion, particularly in the way the students deliberated on what messages were
constructed.
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Known/Unknown, New/salience
These episodes show the teacher and students discussing emerging themes in the book,
as constructed by the resources of ‘Given’ and ‘New’ and the effect of ‘direction’. Anne
first drew the students’ attention to the concepts of ‘Given’ and ‘New’ by asking
the question, ‘What is salience?’
Table 11: Actions, Speaking and Thinking Occurring in Pictures
Window - Kylie’s work sample
Action
Holding the baby

Do-er
Mother

Done-to
Sam

Hanging out the
washing
Sam standing on box

Mother

Clothes – clothesline

Sam

Fragile box

Boy walking on the
track

Sam

Track

The rain on the window

Rain

Window

Sling shot

Sam

Birds

Sayer
Guy in the removalist truck
Thinker
Sam (holding baby)

What is said
‘So Sam you are moving into the
bush are you?’
What is thought
‘I hope this doesn’t get
‘destructed’ as well.’

Message
Connection between
mother and baby
First major sign of
civilization
He is more powerful
than nature
He is walking away
from the old and
walking into a new way
of living
It looks like nature is
crying because of what
is happening to it.
Destruction to nature

Message
Moving away from all the
destruction and civilization
Message
The cycle has started over again.

Kathy answered, ‘The most important thing?’ Anne then said the focus of attention is
the woman. She is in ‘Given position’. Anne further explained that ‘Left’ is generally
in ‘Given position’ and then, just as she was about to explain the right position, a
student volunteered the ‘Unknown’. ‘Known to the New,’ elaborated Anne. She then
said that she wanted the students to write this down so that when they did this
themselves, they would have a pattern (au. 913-9). She further explained that in the
West, the Known is on the left and that this is why most people thought that the house
was on the left, adding that the bush was New and was on the right.
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Anne asked them to open the cover ‘so that you are looking at the cover as a whole. I
want you to write a written response - How does the description change with opening
the cover?’ (au. 1925).
The researcher’s field notes recounted how the students explored and reflected on the
cover. He also noted that ‘others mentioned the difference between the front cover and
the unfolded cover - how that here is the house as the Theme position - Given which
moves into a New position once the page is unfolded’ (Field notes 23/10). In her written
response, Kylie stated that when you open the book cover it shows the bush on the
‘LHS’ and ‘it is supposed to be there’. The house looks out of place. When opened out
the house is on the ‘RHS’. ‘It might develop everywhere.’ The observational data
clearly provide other instances where the students delineated what is on the ‘LHS’, the
‘Known’ or the ‘Unknown’/ ‘New’. For instance, Geoff put the old toilet in Given
position while Nellie saw the woman as salient in Given position, which was really a
statement about her motherhood (Student Written Responses). Other instances are as
quoted:
Colin: Somebody mentioned the picture on the LHS. What is the significance of the
picture of the rainforest on the LHS?
Student: What it used to be.
Nellie: They have to paint it back.
Student: That was the Known and the other is the Unknown.
Colin: That’s good, Given and New. Terrific (au. 394-9).
Anne: The house is on the left.
Students: Discussing
Anne: The house assumes salience.
Nellie: House is significant. When you open the book, the bush is significant.
The bush is significant but the house is the New (au. 41-5).

The interesting twist to the students’ consideration of ‘Given’ and ‘New’ was when the
teacher and students combined this with ‘direction’. Kylie noticed that:
All the people and the trucks seem to be moving from left to right. There’s this one old
guy with his truck and it says, ‘jokers’ on it and they’re moving right to left. They
want to move back into the past - they don’t like the new things (au. 636-8).

Kathy also mentioned ‘direction’ and said, ‘If you look on the last page - the town is
over to the left and all the people are walking this way to progress more’. Kylie
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elaborates this with, ‘That’s the Known and that’s the Unknown’. Nellie related similar
ideas (au. 634-44, vi. 72-75, au. 654-58). She explained that the town Sam had grown
up in, is on the left and that all the people are walking left right. They are progressing
by ‘ripping into more bushland’ and ‘taking over more things by just walking over that
way to where the bush is disappearing (motioning left-right with hands) (vi. 232-8).
To summarise, it is significant that these students seemed to be able to delineate what
was Known information on the left-hand side of the visual, and what was Unknown or
New information on the right-hand side. They also appeared to be able to take this
concept a little further and show that Given and New can also be integrated with what
appears to denote progress in the left-right direction, or the right-left direction that
appears to go against this cultural construction of progress. These students were
engaging in viewing practices that were similar to Luke and Freebody’s (1997 & 1999)
concepts of the code breaker, text participant and text analyst. As a text decoder
students were decoding the visual information of the text using their visual language in
order to construct meaning. In doing so, students were also participating with the
illustrator in relating different structures to one another within the context of the whole
picture (e.g., Given and New), and giving these structures meaning according to their
prior knowledge and world experience.
Gaze
The following critical episodes show the students’ understanding of the concept of gaze
and how it was used to understand interpersonal relationships. The students, Kylie,
Geoff and Nellie, viewed the characters in Window looking in certain directions (vi.
196-7). They discovered that a character was either gazing or not gazing, at the viewer.
In other words, gaze was seen as an offer or a demand of goods and
services/information. To introduce this aspect of gaze, the researcher gave each student
a sheet explaining ‘gaze’. All related aspects of gaze were considered: ‘eyeline’, ‘no
eyeline’, ‘attitudinal horizontal angle’, ‘attitudinal vertical angle’, gaze and culture, and
‘close-ups’ to ‘very long shots’. The researcher then explained each term and illustrated
these terms using a picture, describing the gaze and related messages. This gaze activity
is recorded in full in the Case Study Anne report - Appendix C. While the students
viewed the pictures related to gaze, Anne provided guidance to the students (e.g., Plates
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6 to 10). As with most of her lessons Anne seemed to encourage students’ questions and
student enquiry. When some students and Anne discussed whether or not a character’s
gaze was focused on the viewer, one student asked, ‘What type of gaze is that?’. Anne
described the particular gaze, mentioning that pictures manipulate emotions, especially
newspapers. Another student asked, ‘Is he looking down his nose like pitying you?’
Anne then asked, ‘How does that manipulate the viewer’s emotions, that one of Bill
Gates?’ (Plate 9).
The students began to discuss how Bill Gates was constructed in the visual. Some
thought he looked proud. Anne scaffolded the students’ discussion by summing up
their deliberations. For example, students thought that he looked smug and was looking
down on the viewer. Anne explained that this gaze manipulates the viewer. She related
how one student thought that the Bill Gates in the photo was making eye contact with
her, looking past her into the future, and as the viewer she felt insignificant and not
worth his attention. Alternatively, Nigel was able to construct the meaning of Bill
Gates’ gaze by saying he’s ‘the richest man in the world again. He’s looking pretty
powerful and confident…demanding our respect’ (vi. 452-96).
It was evident from this episode that Anne had provided the needed guidance by
referring to previous knowledge of kinds of gaze, answering their critical questions and
asking the next critical question in return.
The next time the researcher visited this classroom, most of the students had completed
their worksheets on Gaze. Students shared this worksheet with the researcher (au. 9911044, field log). Kathy and others were able to explain what they had done with these
pictures, and seemed to know what they were talking about:
With the Life Styles picture (Plate 8) Kathy reported, ‘This one offers information...
That’s the girl bitty one - this one offers information as well as demands involvement
because the girl is looking at you whereas he is more casual and looking off into space
- so that’s more offering. So a bit of both (Kathy au 1053-57). She later wrote, ‘It is
also suggesting that the viewer will be cool if they wear this’ (Kathy’s written
analysis).
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Kylie extrapolated the following message from her analysis. ‘The message is you will
like to and you would be cool to wear these clothes. And you would be a really
popular person and you would be one of them...Front-on gaze which is offering its
goods.’ (Kylie’s written analysis, au. 1170-73). Nigel writes that ‘it’s getting our
attention to sell a product’ (Nigel’s written analysis. See also vi. 470).

Another picture was an advertisement for 50, 000 workers for the Olympics, which
featured a front-on gaze from a well dressed businessman pointing at the viewer. Kylie
and her friends analysed this image as a picture of a man looking slightly left, but
straight at the viewers with a ‘demanding gaze’ making them feel as though they are
needed (vi. 460). With this particular picture, the researcher provided a little extra
support with an intertextual reference to the ‘Uncle Sam’ poster that demanded the
services of young men for the US army during the Second World War (vi. 509). Most
students were able to understand this gaze as a front-on gaze demanding goods and
services.
A picture entitled Dentist Downs Drill, evoked some interesting discussion. The picture
features a worm’s eye view of the dentist looking down at the viewer as the possible
patient. For Kylie, the picture showed ‘a front-on gaze looking upwards as though he
has power because he is above’. She concluded that, ‘the dentist is offering his friendly
services which brings an honest relationship’ (Kylie’s written analysis).
Kathy thought that ‘he was looking down your throat because the lights were behind
him (Kathy’s written analysis), and it’s ‘demanding because he wants to be your dentist.
He’s also offering at the same time because he’s not necessarily staring right at you like
this directly but he is smiling at you as the patient’ (au. 1140-42). One student picked up
the concept of ‘the worm’s eye view’ as though the viewer was inside the mouth as it
were. ‘You’re the worm looking above at the person who is about to do something to
you’ (au. 1158; vi. 498-538).
Other pictures treated the concept of shot – ‘long and close shots’. The class decided
that the ‘very long shot’ represented a formal relationship. The ‘long shot’ represented
the participant as a stranger. The ‘medium long shot’ suggested a close social
relationship. A ‘waist up’ photograph represented a mere acquaintance, while a
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‘medium close’ or a ‘close-up shot’ suggested a more personal or intimate
relationship, implying that the viewer has a close relationship with that person (au.
1033-40).
Several things became apparent from the students’ treatment of gaze. Firstly, with some
guidance from the researcher and their teacher, the students appeared to be able to
analyse the high and low angles of the photographs as well as whether the characters
were offering or demanding goods, services or information. Secondly, the students were
asking questions of each other and the teacher. Their self-initiated questions seemed to
be part of the analytical process and were well-timed. Thirdly, the fact that they
completed the homework sheet on gaze, testified to their interest and commitment to the
visual literacy program. Fourthly, the student’s ability to relate these detailed
analyses of gaze to their message was also important: for example, high attitudinal
angle denotes a position of power. Finally, students’ treatment of eyelines was in
keeping with the Kress and van Leeuwen (1996) rendering of the vector involved in
looking.
Frame, message, vertical, horizontal, salience, size, meronym and line
The following sequence of episodes is left intact to show the teacher’s commitment to
working within the purpose of the image, and her way of dynamically moving the
lesson from one analysis to the next to unpack the message of the text. The pace of her
collaborative analysis kept the lesson alive and maintained students’ interest.
With a revisit to the seventh double spread in Window Anne began with, ‘What we are
looking at is how Jeannie Baker is using ‘framing’ to create the message on the page.
Look at the diagram and the picture. What is framed off in the picture?’ A student
responded with, ‘The view out of the window’. Anne then asked them what the
‘verticals’ and the ‘horizontals’ do to the readers ‘gaze’? The students were shown that
the viewer is directed to look out the window because Sam is trying to shoot birds. One
student thought that Sam was ‘salient’ because of his size while another was dismayed
because he was threatening the birds. Another student showed how Sam’s gaze, the line
of Sam’s arms, the open windows and the catapult directs our attention to the birds
because he is about to destroy them.
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Anne then focused the students on the message as it is revealed by Sam’s action, his
body language and the lines of his body. Kathy suggested, ‘This shows how much threat
an individual can be to the environment’. Anne then mentioned that Sam is a
‘meronym’ for humans and redirects them to what is ‘framed’ off or separated. The
students responded with the ideas that the natural is framed off from the unnatural, and
the fence separates Sam’s private world from the outside world.
Anne moved on to how fence lines and roof lines are part of the frame, as well as the
impact of the curved lines and then asked, ‘Now what is it telling us, what is it showing
us?’ Nellie suggested that man-made things have straight angles and natural things are
curved. Others stated that man-made pointy things are overpowering, and they can hurt
you, but soft curvy things can’t (au. 1238-1309).
Throughout the lesson, the students’ focus on the visual image was maintained by
rigorous questioning about what the picture means, using the terminology, and about the
message that was constructed in the mind of the viewer. The students seemed to be so
engrossed in their cooperative viewing with the teacher that they appeared to be reading
and viewing like an artist or illustrator, participating in the construction of the image
and its related messages like a text participant (Harris et al., 2001; Luke and Freebody,
1999). Students seem to be co-illustrating the book and co-constructing the messages
with the artist.
What is apparent in reading through the transcript are the times Anne needed to redirect
the students to the analysis on which she was trying to focus. When she wanted to focus
on ‘framing’, students wanted to pursue ‘line’. As quite often happened in the lessons,
Anne gave them licence to pursue their own line of analysis or analytical reasoning and
went with it. Then at the opportune moment she redirected them in what they wanted to
‘see’ in the image. At the end of this particular episode the teacher was heard to
comment, ‘Excellent, Year 8!’ The students were focused and excited while engaged in
critical viewing.
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Context, synopsis, description, judgement/opinion
The purpose of the following episodes is to show that the students were able to use a
scaffold of the generic structure of the response genre in analysing and responding to
the book Window (Baker, 1992). While they were responding to Window, the students
used numerous terms from the framework to articulate their analysis.
As mentioned before in this chapter, the scaffold was an outline of a response with
guiding questions and terms to use for each window. It was written by the Head Teacher
and Anne, and was based on suggested questions and terms the researcher had put
together for them on the cover and Window 1. Four of their scaffolds for Window
follow:

WINDOW by JEANNIE BAKER (1992) COVER
COVER Jeannie Baker’s books, The Story of Rosy Dock, Where the Forest Meets the
Sea.
Time the present with a span of 24 years.
Australia
SYNOPSIS A house in the bush, natural setting, perhaps pioneer, track suggests others
home passed. A clearing has been made.
DESCRIPTION Is the house or the bush most important? (salient)
Meronym – the bird, represents all wildlife.
The Known (Theme) – the house on the LHS. How does this alter when the cover is
opened?
Eyelines all lead to the bush.
Perspective is isometric looking down – depersonalised
JUDGEMENT Visual clues for prediction.
What do you think of the way the picture was made?
WINDOW 3
SYNOPSIS There are many more objects in the picture each with a story/meaning
behind them.
DESCRIPTION Time and motion are seen as left to right progression.
What visual clues are there that time has passed?
What does gaze and framing make salient? Why?
The rabbit, teddy, horse, butterfly are symbols used to show relationships to humans.
Colour is contrasted.
JUDGEMENT What do you read into the image of the superman outfit, the ‘fragile’
box and the cat? (vector)

260

WINDOW 5
SYNOPSIS
A rainy day.
Another two days have passed.
More changes have occurred.
DESCRIPTION
The mother has been replaced by Sam looking out the window. He is in salient position.
What does this suggest?
Verticals and horizontals are still at work – what do they tell us?
What has happened to the environment?
How is movement conveyed?
JUDGEMENT How does the use of colour manipulate the reader’s emotions?
WINDOW 6
GROUP WORK
Now its your turn to deconstruct/unpack the meanings and techniques used in a picture
in Window.
In doing so try and use the Visual Literacy terms that you have been taught. Follow the
Synopsis/Description/Judgement response that we have been using.

Most Year 8 students were quite comfortable using the terms ‘context’, ‘synopsis’,
‘description’ and ‘opinion/judgement’. Nellie, one of the focus students, was able to
deconstruct visual images using most of the stages of the response genre. For instance
when responding to Window Nellie was able to write the ‘Description’ stage with a
comparison between the sizes of the house and the landscape (Nellie’s written
response). In the ‘opinion/judgement’ stage of her written response, Nellie explained
how colour portrays the ‘vastness’ of the place and commented on the changes to the
simple life.
Opinion/judgement: ‘I think that the picture was made (especially the hills) to show
vastness. The hills get lighter (colour wise) as you get farther back and the only house
shows how simple the place was and how much more busy it will (can) get’ (Nellie’s
written response).

Geoff was able to relate to the meaning and message of the first two pages, using the
language of the framework and the suggestions and guidance of the teacher’s scaffold.
He compared the house with the bush as insignificant, and made use of such terms as
meronym, framing, salient, Given position, motherhood, centrality, colour,
convergence, and trajectory.
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Meronym - bird represents all wild life. The firewood represents all of nature being
destroyed for firewood. Him aiming his sling-shot at the pigeons is also a symbol of
man killing more nature.
Perspective - isometric looking down - depersonalised
Convergence of lines and gaze invites you out of the frame and into the view (Geoff’s
written response).

Kylie and Kathy analysed Window (Baker, 1992), also using the same generic structure.
However, they used more detail and connection with the message of the book in their
analyses, using the language of the framework. Their analysis in the description stage
was much more oriented to the message and meaning of the book. Having practised
analysing the earlier pages of Window, they were more confident in writing about and
analysing the meanings of Windows 10 and 11 using the same generic structure:
There is a kite flying in the sky and not a single bird can be seen. Yet again another
man-made object has taken over the natural environment.
And
A building has been painted to look what the natural bush used to look like. This is
telling us there is nothing natural left only man-made stuff to compensate for it
(Kathy’s, Nellie’s and Kylie’s written response).

The focus group students, Kathy, Nellie and Kylie, seemed to be able to construct
meanings at a general level, as well as an analytical level using the language provided in
Anne’s list. They spoke of ‘gaze’, ‘proportion’, ‘meronyms’, ‘movement’, ‘light’ and
‘shade’, ‘salience’, ‘bright colours’, ‘do-ers’ and ‘done-tos’, ‘proportion’, ‘scale’ and
‘size’, ‘Theme’, ‘Known’ and ‘Unknown’, ‘angles’, ‘dark tone’, ‘frontal view’, ‘shape’
and ‘lines’. What is important here is that these students were at pains to connect each
term with its meaning within the visual text. Finally, the students wrapped up their
analysis with a judgement on each picture. They took on the text analyst role, applying
the message to their own social context. For instance part of their judgement was:
If we do not start using resources wisely – we shall get too far ahead of ourselves. We
come to this conclusion because there is graffiti on a wall. We have not only destroyed
the natural environment, but now we have not been very happy with our ‘man-made’
world so we are destroying that too (Kathy’s, Nellie’s and Kylie’s written response).

To conclude the comments on Window, the students seemed overwhelmed at first, but
they were somewhat enlightened once they engaged in analysis of the visual text (This
comment is based on a talk with Anne - field notes 23/10). When the students were
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completing the same written response to Window a week later, the researcher’s field
notes report, ‘She (Anne) was ecstatic re their enthusiasm – “If they are ever bored they
turn off”’. The students were responding to issues in territory that were not initially
anticipated by the teacher or the researcher and so findings exceeded expectations (Field
notes 5/11).
Keys to Anne’s success with these students were her provision of a visual language, her
modelling, her acceptance of their analyses and the confidence she instilled in her
student learners. She took students through the first picture, giving them the language,
and in the following pages of the book, she continued providing guidance and support
(Field notes 23/10). The following student comments support these findings:
Colin: How does your teacher help you analyse, read and view picture books? Miss
Anne and me too?
Kathy: They explain words you don’t understand…
Geoff: Miss points out stuff you might not have seen like in the background or
something where you might not thought of looking …
Nellie: Yes you need the teacher to give you the tools, but the rest you do on your
own way.
Students: Agreeing
Nigel: The teacher helps you get started…
Colin: How does she teach you?
Nigel: Taught us by giving us the sheet which helps us analyse the pictures.
Geoff: And she gave us examples in the book and other examples as well.
Kathy: She listens to our ideas, and she’ll say what her ideas are. You’ll say, ‘Yeah,
yeah’. And we’ll learn off her because she’s older and wiser and more experienced
and stuff…
Geoff: She gets really involved with us. She just doesn’t give her ideas and make it
her ideas are right and no-one else’s wrong. She listens to us and agrees with us and
goes, ‘Oh yes that’s right’ and she’ll give her’s.
Kathy: She’s not the kind of teacher who would go, ‘No no, that’s not right, that’s
not right’.
Nigel: She’ll sort of say, ‘You were on the right track’, and she’ll redo it for you…
Kathy: We’ve had her for two years and because we know her now we’re really
confident around her (au. p. int. 357 – 395).

The various analyses of the students show that there are those who remained quite
analytical about their viewing with only a few terms connected with the message, while
there were others who strived to relate their technical analyses to the underlying
messages of the visual.
Anne’s generic scaffold with questions and suggested terms played an important part in
guiding the students. This scaffold helped students focus on using specific visual
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grammar to construct their responses; e.g., the written responses on Window (Baker,
1992) by Kathy, Nellie and Kylie (see Appendix O). A summary of visual terms used
by the students and their teacher is presented in Figure 24 (p. 268).
The Rabbits (Marsden & Tan, 1998)
The Rabbits (Marsden & Tan, 1998) was quite challenging to the students. They
struggled at first to find some common ground in which to understand the text. Their
knowledge and experience regarding the British invasion, Aboriginal land rights, the
stolen generation and the environment, provided a context for viewing the text. The
semiotics of symbolism proved important to these students in their analyses.
Symbol
For the book The Rabbits, the students recognised symbolic representation. For
example, Kathy and Nigel recognised the many buried numbats as symbolising the
burial of Aborigines (the vi. 572-80).
Of all the students, Kathy had the most to say about the book. She wrote that the rabbits
were not looking at the land for what it is, but labelled it with scientific categories.
Kathy described the rabbits as abstract, with ‘pointy, high, skinny ears that symbolise
their ranking and importance’ (Kathy’s written response). For Kathy, the eight arrows
pointing in all directions symbolised colonisation by the rabbits. Kathy thought that the
storm cloud symbolised ‘a change in the weather’ and the clock symbolised time and
the fact that the British brought it with them (Kathy’s written response). The following
interaction illustrates the students’ analysis of The Rabbits and their use of the term
‘symbol’.
Nigel: The message is about reconciliation about the white people coming and taking
over the native lands.
Nellie: This is to symbolise that the children are being taken away.
Nigel: That’s why it says, ‘They’ve taken the children away’.
Geoff: That’s right - they’re taken away.
Nigel: They’re stolen.
Nellie: About flying off.
Kathy: That page really amazes me!
Nigel: They’re just using flying because the parrots are.
Kathy: They’re all in dark - all of them are. - all the structures. I think that is the
cleverest page. Nellie: I know (au. 1910-21).
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The lesson which was the context for the above episodes, showed the enthusiasm these
students had in personally analysing this challenging book. When given free rein to
critically view a text, and when students have been provided with the language for
viewing and analysing a text, they appear to relish being given the opportunity for
independent viewing.
Repetition
Repetition in visual images provides the text with structure and cohesion. It is akin to
the cohesion and reference systems in written language. Kathy wrote about the
‘repeating’ symbols of the clock as referring to the ideology behind the strict time limits
of the rabbits ‘not by their natural sense of time or surround’ (Kathy’s written response).
The repetition of clocks and the concept of time was referred to by other students as
documented in the audio and video coverage. Nellie saw clocks on every building,
while Nigel and Kathy became increasingly adamant about their interpretation of how
time was brought to the land.
Colin: It goes right through the book, there is repetition (in the written text) and there is
repetition in the pictures.
Kathy: Like he was saying they brought time along with them whereas the aboriginals
lived off their natural sense of time (K showing page where there were clocks and
comparing it to the first double spread).
Nigel: I’ll show you where they brought it - this ship had a clock on it (K points to the
grandfather clock)
Kathy: Here.
Nigel: Points out the fact they brought time and motions in a vector L-R towards the
Aborigines.
Kathy: And they’ve got little watch clocks.
Colin: And it was timeless (vi. 598-612; Also see Kathy’s written response).

The students seemed to be aware of the ‘repetition’ of certain elements within the visual
text. In this case, it was the clock which brought time to a land where its people
depended on a natural sense of time. Try as the researcher could to link this with the
cohesive devices within the written text, the students were adamant about following
Nigel’s lead about how time and clocks were brought to the land and how they impacted
upon it. The students’ confidence in their own line of argument and critical analysis
may be a result of Anne’s respect for her students and their critical thinking.
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Main message
These episodes show deliberations where students verbalise the book’s main message.
Geoff: The synopsis is just like a shortened version of the description.
Colin: It’s the main message, what’s the book about?
Geoff: Reconciliation.
Kylie: And also being individual.
Nellie: What’s it got to do with individuality?
Nigel: This is about reconciliation, so its about the white people coming to Australia to
explore the native land.
Colin: That’s it.
Kylie: On this page they’re all exactly the same and they’re being made like that, and it
shows you can be individual. That guy’s not doing what they are, so he’s being
individual.
Nellie: It is just to show that all the children are being lost.
Kylie: I don’t think this is part of the message. I think he’s just adding it (au. 18741908).

Kathy was able to discern the ideological position of the writer in explaining that the
rabbits were ‘more destruction of the land, murder, if not slavery and the stealing of a
generation of children from their parents’, and ‘the individual can sometimes seem
unimportant’. Kathy identified ‘modern western culture’ as a fake identity used to hide
the true one and how people feel towards one another (Kathy’s written response). In this
response, Kathy was able to identify the cultural messages within the text and the
ideological positions of the illustrator and author. In so doing she applied Luke and
Freebody’s practice of being a text analyst (Harris et al., 2001; Luke and Freebody,
1997 & 1999).
Nigel and Geoff argued that the rabbits are ‘moving in and are slowly and progressively
taking over the natural environment’. They spoke of ‘the rabbits’ colonisation of the
native homeland of the numbats’. Nigel and Geoff argued that the rabbits were
portrayed as ‘dirty and destructive’ and as the perpetrators of the power of the rabbit
empire, a sign of things to come (Nigel and Geoff’s written response).
In their analysis of The Rabbits (Marsden & Tan, 1998), the students did not conceal
their excitement and amazement about the meanings and messages they constructed
with the visual image. As text analysts, they seemed to understand that the main
protagonists in the picture book were driven by certain colonial ideologies. The students
mentioned the colonial intent of the rabbits, the conquest of the natural environment
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and the sectioning of the land for their own interests. Members of the focus group also
exhibited text analyst skills when they made a comparative analysis of The Rabbits and
Window quite spontaneously during their post interview. In their arguments, students
were able to utilize concepts such as ‘line’, ‘colour’, ‘detail’, ‘writing’, ‘depth of
meaning’ and ‘message’ (au. p. int. 439-95a).

Anne Overall Summary
As explained in the ‘Nina Overall Summary’ in Phase 3 of the data analysis, the major
categories which have come to light relate to the research questions and initially helped
to organise the data. The categories are the language of viewing, contributing factors
(supporting critical viewing), the impact (of using the framework) upon the students’
written responses, teaching-learning strategies, what the teachers and students said
(about using the framework) and inhibitors (to critical viewing).
The Language of the Framework Trialled
The effect of the terminology was that it enhanced the students’ visual literacy and
supported them as they chose to view, analyse and respond to visual images especially
Window (Baker, 1992). The research found that once a viewing term had been modelled
as part of the viewing process, students seemed to readily take up that term and bring to
it their intuitive knowledge and visual understanding.
From the data, it would appear that most of the terms from the framework were used for
visual analysis. In many cases, these terms were used to make some kind of connection
with the illustrator’s message. As Anne herself said, ‘the terms of the framework helped
to unpack cultural and social meanings behind the visual images’. Through discussing
these terms and concepts, Anne herself had become more aware of the social
‘constructedness’ of the meanings in visual images. Anne and some of her students
went further and were able to discuss the interaction of two terms at once and discuss
their effect upon the viewer (semiotic interdependence). For instance, they used pairs of
terms such as ‘colour’ and ‘gaze’, ‘gaze’ and ‘eyeline’, and ‘line’ and ‘gaze’; and
occasionally three terms such as ‘salience’ and ‘colour’ and ‘size’.
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The language seems to have given the students a greater knowledge of what is going on
in a picture. The terms gave the students a name for the visual concepts they were
talking about, and became ‘the base elements to fully work out the meaning of the
picture’. The framework had become a language for the students, which was added to
their own pool of visual terminology and was used for their own viewing purposes.
Figure 24 (p. 268) includes the terms used by Year 8 students and their teacher during
her lessons, and the researcher during demonstration lessons. The students used the
majority of the terms suggested.
Contributing Factors Supporting Critical Viewing

Connections with the message
As the study progressed, the students were able to use their visual analysis for
constructing the message of the visual. The changes seen in the visual images of a
picture book helped the students to consider the messages behind the visual resources.
The process of analysing visual images and connecting the analyses with the messages
of the visual image, was modelled repeatedly by Anne. This modelling was done by
using the books themselves, media pictures, and a response scaffold of critical questions
with suggested visual terms.
Enthusiasm and vigorous questioning
‘Switched on’ probably describes the students’ response to a good proportion of the
study. An entry in the researcher’s field notes says, ‘While being overwhelmed at first
they were somewhat enlightened once they were into the analysis’ (Talk after lesson
with Anne - Field notes 23/10). The researcher’s transcriptions and the video footage
show students keen to search their visual texts, and keen to discuss or write their
responses (e.g., vi. 114-20).
Anne was enthusiastic in the way she modelled her visual analyses with the students.
Her questioning was rigorous and focused as she unravelled meanings and messages
contained within the images. Students enjoyed the pace of her analysis moving
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Year 8 Visual
Language

Ideational

Interpersonal

actions

vector
do-er
done-to
look-er
looked-at
say-er
what-is-said
manipulates
trajectory
think-er
thought
changes

comparison
the new

Textual

colour

shape

square
sharp
curvy
dissecting
marking

framing
dark/light
soft, shade
saturation
high/low
conveys diff. moods
tepid - past
bright/dull
hue
warm/cool
moods/passage time
contrast
dominant
differentiation
natural,clear,dull, artificial
bright, boring, regimented, prominent
salience

dominance
most important
comparison - superior - insignificant
proportion

horizontal
vertical
diagonal

separate/sectioned
external
internal
fenced off

fore/mid/background
Theme position

known/unknown
given/new
direction

left-right progression
left hand side RHS
representation

classification
subordinates
superord./subord.

eyeline
goods and services
offer/demand-involvement, information
non-eyeline
detachment - offerred as information
facial expressions
culture - confidence, attraction, fear, superior

signs

symbol
metaphor
meronym
intrusion
abstraction
theme
icon
index
culture

repetition

gaze

size
line

centrality
contours

tone

movement

left/right
progress

Semiotics

response

context
synopsis
description
opinion/judgement
school or art

angles - camera

viewer
subject
cultural message
social message
ideological position
modern, western
socially constructed
world views
identity
relational process

represents
congruent
manipulates
directs your attention
leads on to
interrupts
impacts
signifies
shows
indicates
suggests
positions
conveys
meaning that
helps explain
social myth

stereotypical
motherhood
social comment
gender
racism
multiculturalism
reconciliation

attitudinal horizontal - involv. to detach.
attitudinal vertical - power relations
worm's eye view - powerless
social distance

communication, no communication
close-up - personal
waist up - acquaintance
medium - close social
long - stranger
very long - formal rel.

Note: While some of these terms were
used by the researcher in demonstration
lessons, the majority of the terms came
from the data relating to Year 8 and
Anne's teaching.

perspective

isometric
frontal, side on
looking down, depersonalised
polar
body language

Figure 24: Terms used by Year 8 and Anne
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from one term to another, pairing them where appropriate. For instance, Anne moved
rapidly to and from ‘frame’, ‘message’, ‘horizontal’, ‘salience’, ‘size’, ‘meronym’ to
‘line’, using all these terms to unravel what the illustrator was trying to say. Anne’s
enthusiasm and enjoyment were contagious, and the students responded accordingly.
Students appreciated her acceptance of their analyses, her guiding questions and her
suggestions.
Valuing their visual analysis
A feature of Anne’s viewing lessons was that she gave students licence to pursue their
own line of visual analysis using the terminology, allowing them to be the ones in
control of their own viewing, but at the same time, providing them with specific
guidance where they needed it. They seemed to be the illustrators, so involved were
they in creating and constructing the visual images.
Collaborative support
A major factor in the guidance of the students in their viewing was the collaboration
they experienced in working in pairs and groups as they jointly constructed the visual
text. While they were mutually supportive, they were also critical of one another, asking
each other questions which were similar to the questions Anne had asked them. In other
words, the teacher had provided the model for the questions viewers might ask each
other when sharing the viewing process.
As well as being critical in their questioning, the students possessed a willingness to
explain their analyses to each other, and how they arrived at their conclusions. In this
way, they were able to feed off each other’s contributions and support the development
of each other’s viewing practice.
Valuing their language
A part of Anne’s guided viewing was to provide opportunities for students to use their
own terms along side the terminology of the framework. Their own terms were
treated just as validly as the terms she had provided. For instance, the technical terms
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provided for colour were ‘differentiation’, ‘hue’, ‘saturation’ and ‘tone’. Their language
proved just as efficient – ‘dark’, ‘light’, ‘contrast’, ‘bright’, ‘natural’, ‘man-made’,
‘cool’, ‘warm’, ‘prominent’, ‘insignificant’, ‘simple’ or ‘soft’. Indeed, students’
suggested language sometimes offered opportunities for analysis where some of the
other terms did not.
Scaffold of guiding questions
The modelling provided by the scaffold proved to be beneficial to the students in their
written responses. As can be seen in the scaffold provided for Window (Baker, 1992)
(pp. 257-58), there were guiding questions such as, ‘What does gaze and framing make
salient? Why?’ and, ‘How does the use of colour manipulate the reader’s emotions?’
These were organised within the generic stages of the response text type, as were the
suggested visual language such as salient, meronym, Known, Theme, left-right
progression, symbols, vector and so on. Most of the students were able to use the
scaffolds for responding to an Illawarra flood picture and the visual analysis of Window
(Baker, 1992), through answering the questions and using some of the suggested visual
language. Though their responses were rather disjointed at times, and there were a few
who were better in their oral analyses than their written responses, the scaffolds served
as a guide to analyse visual images on a number of levels. That is, the students were
able to deconstruct texts using a visual language by answering specific questions about
the critical analysis of the visual, and were able to reflect upon some of the meanings
constructed. The benefit of the earlier scaffolds was evident in the later work of Kathy,
Geoff and Nigel when they wrote responses to The Rabbits (Marsden & Tan, 1998),
using appropriate response genre stages and a visual language for critical viewing
purposes (see Appendix R). Their final work contained some deep critical analysis of
the text as they deconstructed the meanings and messages using visual language,
unravelled the ideological underpinnings of the illustrator, understood the overall
message of the book and interpreted this message from their own world knowledge.
Comparing the visual with the written text
The students made an interesting observation concerning the relationship between the
visual and verbal texts during their post interview. They believed that the visual texts
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have more detail and more scope for interpretation than the written text. They felt that it
was more difficult to interpret visual texts than written texts. The teacher reported that
the students, having ‘explored the various things in the picture’, were ‘quite amazed at
the skill’ required to construct visual images. Perhaps the students’ observation here is
quite valid: that visual images are open to a greater range of interpretations than written
texts.
The semiotic processes of critical viewing
Certain semiotic processes seem to describe the meaning-making involved in the
students’ critical viewing. In Year 8 the students used semiotic terms such as ‘symbol’,
‘meronym’, ‘stereotypical’, and ‘metaphor’. Sometimes they were able to connect these
semiotic terms with a cultural message, which the researcher suggested to them was a
‘social myth’. While they used these terms, they seemed to make connections with their
own individual cultural experiences. These connections gave students a purpose for
using the visual terminology. Students did so by using some semiotic relating processes
such as ‘signifies’ (strength and power), ‘suggests’, ‘represents’ (destruction of the
environment) and ‘symbolises’ (modern technology). Other relating processes they used
were ‘shows’ (ownership), ‘indicates’, ‘suggests’, ‘wants the viewer to think’,
‘manipulates’, ‘conveys’, ‘meaning that’, ‘helps explain’, and ‘represents’.
Teachers may need to use concepts from Semiotics such as ‘symbol’, ‘meronym’ and
‘social myth’ more often because they seem to trigger socio-cultural meanings and
messages in the minds of the viewers. Kathy was able to make these kinds of
connections quite readily, especially by her use of symbol and meronym in her response
to The Rabbits (Marsden & Tan, 1998) (see Appendix R).
Other semiotic processes to which students referred for the construction of meaning
were ‘convergence’ and ‘congruence’, to do with the pairing of terms to analyse a text;
and ‘intrusions’ and ‘interrupts’ to help draw attention to the abnormal or unusual in a
picture. ‘Manipulating’ was used by Anne to explain how a viewer is positioned into
viewing an image a certain way.
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Some terms from the framework were more easily connected with culture than others.
That is, the viewer may construct the cultural message or social myth more easily using
these terms than by using other terms. For instance, the term ‘salient’ may connect more
readily with cultural meaning than the term ‘line’. Whoever or whatever is salient will
probably be so because of the cultural and social messages being constructed by the
image. The above comments about the semiotics of critical viewing are the researcher’s
reflections on the respective data. These reflections led to a diagramming of what had
occurred generally as students used visual language for analysing pictures.
The following diagram (Figure 25, p. 273) describes what semiotic processes the
students appeared to be using during their visual analyses. This diagram is exactly the
same as the diagram in Figure 23 (p. 236). As will be seen in the following paragraph,
similar semiotic processes for viewing in Year 8 were seen to operate as those in Year
5/6. These diagrams are merely one way to describe how the students were using the
visual language. However, these diagrams are significant in this study because
‘semiotics’ was one of the four sources of visual language for the visual framework.
They are also significant because they describe what was occurring during the
implementation of the visual framework and became a vital component of the ideational
conditions in the theoretical construction of ‘a pedagogy for critical viewing’.
In order to clarify Figure 25 (p. 273), the different components of the diagram will be
explained. The viewers in this study were dealing with visual structures within pictures.
In the field of semiotics, these visual structures are referred to as ‘signs’ (Sebeok, 1994).
From the framework of visual language used in this study the signs can be given names
by which they can be identified. When viewers use these signs, the interpretation of
what they mean (their signification) is motivated and informed by their own values and
beliefs. The viewers’ values and beliefs are products of their own experiences and
knowledge of cultural values, social codes and/or social myths. Once viewers have
worked out how the visual signs are motivated by their values and beliefs, they use the
signs to signify the possible meanings and messages of the text. Furthermore, meanings
and messages are also constructs of cultural values and social myths. Some of the
signified messages the students were able to construct in this study were connected with
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Figure 25: Viewing as a Semiotic Process

motherhood, racism, multiculturalism, ownership, and conservation versus the
commercial exploitation of resources. In making these constructions, the students and
their teacher were practising critical viewing in a manner that is similar to the ‘text
analyst’ as described by Luke and Freebody (1999) and Harris et al. (2001). Students
here analysed visual texts and commented upon their cultural significance, the opinions
constructed and the socio-political positioning of participants within the texts (e.g., the
plight of the Aborigines, the stolen generation and the white invaders).
The diagram also shows that there is potential for the elements to be interconnected
diagonally. For instance, signs or visual language may be motivated by cultural values
and social myths and vice-versa. Meanings and messages may be motivated by viewers’
values and beliefs and vice-versa. In summary, these diagrams describe how the texts
the students encountered are a complex of signs which are interpreted in terms of their
personal, social and cultural contexts. Students needed to have a visual language (terms)
for talking about and critically responding to visual texts, as well as for expressing the
meanings and messages of these texts.
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Impact on Students’ Written Responses
In comparisons of the students’ written work on the Wollongong Food picture (Plate 12)
with their responses to Window (Baker, 1992) and The Rabbits (Marsden & Tan, 1998),
students showed that they had developed a terminology for analysing and talking about
visual images. This finding was also testified to by their teacher during the interviews
and study days. In the beginning, the students used the terms to analyse the visual texts,
with few connections with messages or viewer positioning. However, as the students
became more experienced in viewing and wrote notes and responses, they made more
connections with the meanings and messages of the pictures (see Appendixes Q & T).
Geoff and Nigel, from the focus group, seemed to be more adept at analysing texts
orally than in writing. Nevertheless, they wrote a sophisticated piece responding to The
Rabbits (Marsden & Tan, 1998) constructing their understanding of the major message,
and connecting many of the visual terms with the messages contained in the book.
Kathy excelled in all her written responses, especially in her response to The Rabbits
(Marsden & Tan, 1998). This piece has been included in Appendix R to show how
sophisticated some of the Year 8 students were in their critical viewing.
In her visual analysis of The Rabbits, Kathy states that, ‘every page helps explain part of
the story of what the Aborigines went through because of the white settlers’. In judging
the rabbits, she says, ‘how the Aborigines really had no chance against the settlers who
only fought for their own personal greed and glory’. The following is a summary of the
researcher’s analysis of her written response to The Rabbits, which may be read in full
in Appendix R.
Assessment of a critical response to The Rabbits (Marsden & Tan, 1997) by Kathy.
Kathy enumerates all the visual elements used by the author/illustrator. She brings out
the main message projected by the illustrator: ‘I think it is very clever how Shaun Tan
has used the rabbits to represent the white settlers not only because they are an
introduced species but also because they were a plague that brought death and
destruction wherever they went, just by their presence - and this is exactly what the
white settlers did to the aborigines’. Her opinion is stated on a personal level. ‘The
feel of what it would have been like to be right there at that time.’ Then she finally
turns the focus back on the artist and shows what the artist wants the viewer to think.
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Kathy has a discerning use of visual grammar utilizing such semiotic resources as
‘colour hue’ and ‘saturation’, the change in ‘shapes’, the ‘repetition’ of ‘symbols’ such
as the clock, and how the pictures ‘offer information’ with no communication with the
viewer. She sees the rabbits as extremely overpowering - the white colonists as the
‘do-ers’, while the numbats represent the Aborigines, or the ‘done-to’.
Kathy describes the rabbits as abstracted with ‘pointy, high, skinny ears that symbolise
their ranking and importance, and the numbats are natural more realistic - curvaceous
and more attractive. The very high colour saturation depicts the red rock symbolising
the red earth, with the fossils in the cave being ‘meronyms’ for many generations of
Aboriginal ancestors. She possesses a strong sense of the ‘Known’ and the ‘Unknown’
and how they construct their meaning. The following quotation illustrates Kathy’s use
of the above visual terminology in her explication of visual meanings:
‘DESCRIPTION
The colour hue and saturation in the book starts off in the beginning with natural,
clean, clear colours, then as the story goes on the colours become more dull and
artificial and there are a lot more browns, blacks and greys. There is also a change in
shapes in the book as at the beginning the shapes start off curvaceous – like landforms,
then as the story goes on they become sharper – like city buildings etc. Both of these
changes bring out how the environment has been remoulded into that of an uglier,
colder, more hostile one.
Some of the repeating symbols that pop up in the book are, the clock, the eight-arrow
flag that points to all directions, the arrow and number markings on the figures’
clothing and around them and of course the rabbits and the numbats themselves.
The gaze of the rabbits is also very cold and hostile, which brings out the ‘hunter’
nature but that of the numbats have a venerable look on their faces
which brings out the ‘hunted’. Also the fact that there is no communication with the
viewer in the book means that it is offering information – historical information about
how the white settlers treated the Aborigines.
The angle that it is drawn from is up front and offering too. Throughout the book the
proportion of the rabbits and their possessions most definitely beats that of the
numbats to such an extent that the numbats seem almost non-existent towards the end.
It gives the feeling that the rabbits are extremely overpowering.
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The two main types of characters in this book are the rabbits, who represent the whole
colonists (the doers) and the Numbats, who represent the Aborigines (the done – to).
The rabbits are white, ugly, abstracted and sharp with high, pointy, skinny ears that
symbolise their ranking and importance. The numbats are brown, natural, more
realistic, curvaceous and more attractively drawn.
In page one (the double page) there is a very high colour saturation with the blue sky,
and the red rock next to it is very contrasting and symbolises the red earth that the
Aborigines have lived in for over forty thousand years. The curled up white
drawings/fossils in the cave where the lizards are lying down is a meronym for the
many generations of Aboriginal ancestors who’ve been here for centuries. The theme
of not only time but of the known and the unknown is strongly shown in this picture of
the lizards lying in the cave on the red rock is the known but the vague sight of the
chimney spitting black puffs of smoke out in the distance is the unknown… [Kathy’s
written response, The Rabbits (1997)]
Kathy analyses body language to show that ‘four rabbits are trying to teach the
Aborigines their way, as one of them is sitting down holding a mechanical wheel and
showing the Aborigines knowledge, but he has his back turned on the Aborigine who
is holding a branch trying to tell the rabbit about some of their knowledge’. However
the rabbits are not looking at the land for what it is...but labelling it into a scientific
category. Eight arrows symbolise going in all directions - to spread, colonise and take
over. The repetition of this symbol is important as it helps explain what is driving the
rabbits. The clock symbolises time and how they brought it with them. The cows are
dragging a milking device with a clock attached to it - a meronym for cows producing
milk out of their normal time frame. She describes ideological position of the writer how he positions the rabbits - the British invaders: ‘more destruction of the land,
murder, if not slavery and the stealing of a generation of children from their parents’.
Continuing the researcher’s analysis of Kathy’s written response, on page 12 of The
Rabbits, Kathy views everyone as moving around on wheels minding their own
business, used to the fact that ‘the individual can sometimes seem unimportant’. This
modern western culture is seen as a fake identity to hide the true identity and how
people feel towards one another.
Kathy continually focuses on the context of western culture - the problems westerners
face, thus bringing it back to her own world experience; that is drugs, alcohol, poverty
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in city streets and the stolen generation. In the final pages Kathy describes the
‘depressed’ feelings of both the numbat and the rabbit and draws attention to the social
issue of ‘reconciliation’.
Kathy’s sentence structure makes full use of sophisticated variations in clause
structure. For example, ‘There are hundreds of rabbits with pipes coming out of the
giant rabbit-like structure along conveyor belts as if they are factory made. This
symbolises the cold, hostile environment that the rabbits have created for their own
children and how a child can sometimes be thought of as a statistic, rather than as an
individual’ [Kathy’s written response to The Rabbits, (1997)].
Thus Kathy was able to call upon her world knowledge, her new language for viewing
and the guided viewing she had received during her lessons to analyse The Rabbits in
great detail. Sometimes she used semiotic terms, sometimes ideational and textual
terms, always revealing the purpose of the illustrator and constructing the meanings,
messages and ideologies of the image. What she does so successfully is match the
whole message and process of viewing with her own thinking and her own world
experience. She then projects that back on the author and illustrator to offer to her
reader what she thinks is in the mind of the illustrator, what they are trying to say, and
what message they are offering the reader.

Summary of written responses
Generally speaking, in the students’ written responses, the language appeared to make
their viewing more specific and sophisticated, and provide guidance towards
independent practice in viewing so that students were empowered and more confident.
They were able to write about specific visual constituents, which would otherwise have
remained nameless or unrecognised, in a way that provided meaning to the viewing
process. Certain students, such as Kathy, Geoff and Nigel, were able to give their
writing a critical edge in that they were able to explicate within their analyses the main
messages and opinions in the text and of the author/illustrator. In so doing, they had
been putting into operation certain practices that were aligned to the four-resources
model for reading (Luke and Freebody, 1997 & 1999; Harris et al., 2001).
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Teaching-Learning Strategies
Anne prepared demonstrations and models of critical viewing. She collected pictures to
illustrate the terms which formed the basis for a visual literacy package. She looked at
the pictures and considered the most important features and the visual terminology to be
Used, and prepared scaffold sheets that provided the stages of the response text type,
suggested terms, model analyses and relevant questions for the students to consider
(Appendixes U & R).
Anne modelled what the terms meant using the pictures or selected pages of the books
to be studied. She also modelled how to analyse a picture for its meaning and messages
using the terms.
During the lessons Anne became highly involved. She listened to, valued and accepted
the students’ approximations and attempts at visual analysis. She let them ‘have a go’
without the fear of ‘getting it wrong’. This is similar to the condition of ‘disinhibition’
as put forward by Cambourne (1988). She offered her ideas ‘not as the only right ones’.
During group sessions in which the students were given an opportunity to apply the
language of visual literacy, Anne sat in on their discussions, encouraging them with
positive feedback. ‘You’re on the right track,’ she would say. The focus group reported
that, ‘she’ll redo it for you’, thus providing the needed model of a more appropriate
analysis, while still accepting their attempts.
When students were reasonably confident in using the terminology, Anne asked more
open-ended questions so that they would apply the terms they had learnt without too
much prompting from the teacher. When necessary, Anne reminded the students to refer
to the list of terms or the scaffold of questions she had provided them. In time, they
fully understood the nature of independent practice. Nellie said, ‘You need the teacher
to give you the tools, but the rest you do your own way’ (Nellie, p. int.). A few of them
stressed that they do not need the teacher at this stage.
This case study has shown that the use of visual resources such as ‘foreground’ and
‘background’ from the textual metafunction is a successful way to initiate viewing.
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The terms ‘foreground’ and ‘background’ form the initial organization in viewing and
help viewers organise their thinking and analysis. For instance, they could talk about the
effect of ‘colours’ within the ‘foreground’. Other terms from the textual metafunction
that may initiate viewing are ‘framing’, ‘Given’, ‘New’ and ‘repetition’.
What the Teachers and Students Said

The students
The following relates to what the teachers and students said about the impact of the
framework language: how it was used, what they did with it, and what effect it had.
Modelled and guided viewing
During the post interview the researcher asked the question, ‘How does your teacher
help you analyse, read and view picture books? Your teacher and me too’.
Kathy replied with, ‘They explain words you don’t understand’. She spoke of being
more confident with the teacher’s presence ‘because you know someone is there who
knows what they’re doing, and you know if you have a problem you can always ask’.
Nigel spoke for all when he said, ‘Nobody’s worried about making changes’.
Geoff explained the teacher points out things you might not have seen in the
background …(au. 357a).
In other words, Anne and the researcher had provided the students with models of what
the terms meant and how to use them. We had pointed out instances of where the
resources or terms were present in the pictures and shown them what messages we
could pick up from them. We also let them try themselves with no fear of ‘getting it
wrong’. With this the students were led to independent practice. As Nellie explained:
With the way you think and I really don’t think a teacher has anything to do with it –
like they explain what all those words mean, you’ve got on the sheet like vector and
everything like that, but once you know all them it’s really up to your own imagination
to do it all so I don’t think you could start without them...You need the teacher to give
you the tools, but the rest you do your own way (The other students agreed) (au. 376a).
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However, to help students attain independence in the practice of analysing pictures, they
needed to be guided. As the students said, Anne gave them examples in the books as
well as a sheet which provided a scaffold and relevant questions to help analyse the
pictures (au. 382a). Nellie explained that Anne listens to their ideas and then tells them
her ideas. According to Geoff, Anne gets really involved with them but does not make it
as though her ideas are the only right ones. Nigel, speaking for the group, stated that
their teacher will tell them they are on the right track and ‘she’ll redo it for you’. Nellie
added that she would say, ‘That’s true. You’re a good girl’ (au. 393a).
So what we have here is a teacher who, in addition to providing models and
demonstrations, provides guidance and support, accepts students’ attempts and
approximations, and then provides her version that will demonstrate a more advanced
knowledge of the terminology and how it is applied. In addition, Anne always provided
positive feedback. The transcripts are replete with expressions like ‘Good girl, fantastic
or well done’.
The language of the framework
The students gave different insights into the effect of having a language for visual
literacy. Before they only thought the picture was ‘just there’. Now the terms helped
them express what they already ‘knew in their heads’ through viewing the picture
(Geoff, au. 506-522a). According to Kathy, the viewer has to have these terms as the
base elements to ‘fully work out the meaning of the picture’ (au. 513-4a).
It all gives you a name – like studying those different key elements like you gave us
on the sheet, if you put it all together, it helps like put the pieces of the puzzle
together. You can work out what the picture means and what the author is trying to
convey (au. 300-6a).

In these words, Kathy has conveyed practices that correlate with the reading practices of
the text decoder and the text participant as offered by Luke and Freebody (1997 &
1999) and Harris et al. (2001).
The focus group spoke of terms which worked for them that were appropriate for their
viewing. For instance, Nigel and Geoff spoke of ‘colour’, ‘angle’, ‘framing’, ‘high
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angle’ and ‘gaze’, mentioning the power inherent in ‘gaze’ and ‘high angles’. Nellie
interpretated ‘colour’, ‘saturation’ and ‘tone’ as conveying different moods (au. 318a)
and stressed that everyone has the different views about the meaning of the picture and
that ‘every little thing could mean something to your mind’ (au. 325-332a).
The teacher

Personalising the framework
Anne stated that she found the framework ‘particularly helpful’. She felt that it
definitely advanced the students’ learning in visual literacy (au. 1601-03). She applied
the framework by introducing most of the terms using pictures. She looked at what she
considered ‘to be the most important features of any given picture’ (Appendix P). She
pointed out visual features to the students and, as they moved through the book, she
asked more open-ended questions so that students could apply what they had learnt
earlier. She made a list of terms for herself that were taken from the researcher’s visual
framework, that touched on the pictures she used, and used all of them. She reminded
the students to refer to this list of visual literacy terms because occasionally some
students were too general in their viewing (au. 1615-35).
Guided viewing
Anne thought that her students had some ideas about pictures and how they were made,
but having explored the various things that were in the picture for themselves, they
‘were quite amazed. They saw the skill that had to be applied to it, to convey meaning
to the reader’. The researcher made similar observations himself (au. 1649). When
guiding the students, Anne explained that she sat in on their discussions, when they
applied what she had taught them. When they were vague, she sought clarification and
sometimes talked in general terms to them to allow them to find out the visual meanings
themselves.
Written responses
Anne thought that the improvement in students’ written responses was because the
students now knew the language and could incorporate it into their writing, which she
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felt became more ‘sophisticated’ and ‘specific’. ‘The language of visual literacy has
given them the terms to use’ (au. 2826-29). She used the response text type and used a
pre-decided framework: synopsis, description, judgement (au. 2600-70).
Restraints
There were certain issues which constrained Anne’s teaching of visual literacy using the
framework a little. She stated that ‘there were a lot of terms to cover in a short space of
time’. She had to be ‘wary of overloading the students with terms that they needed, but
with out turning them off’. Anne thought she could not use all the terms because not all
were relevant. ‘So it was a question of picking out what was there’ (au. p. int. 2700-7).
What she would do differently
Anne would teach viewing in a fortnight to introduce the students to it, not as a block.
She explained that she would teach a unit or topic and ‘supply parts of it at a time
through a year or six months … I’d integrate it into a novel or film’ (au. 2689-2730).
The framework
Anne would not change the framework as it stood. ‘I’d use it again as it is here’. Anne
said she would just change the way she taught it. Anne found the concept of social
myths and culture useful, ‘because it showed what went to create that’. She found the
critical literacy aspect of the framework useful, ‘because it provided a lot of the purpose
of it’. This last comment is significant to the whole project because without this
background purpose, the language of the framework would be insignificant. In other
words, the terms of the framework helped Anne unpack the cultural and social
meanings behind the visual texts. During the post interview, Anne listed visual terms
such as like culture, metaphor, social myths, icon, symbol, meronym and stereotyping.
Anne said she introduced most of the terms in what she called the ‘pre-text work’ which
was all the viewing Anne and her students had done leading up to the individual
responses to texts (au. p. int. 2772). In discussing these terms with her students, Anne
seemed to be more aware of the social construction of the meanings behind visual
images (au. p. int. 2720-58).
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Summary
From what Anne and her students said about using the language of the framework, it is
apparent that the terms gave more focus and specificity to their viewing. It helped them
know what to say about their viewing and how to say it. The teacher and her students
appeared to be deliberate in their choice of terminology, focusing largely on the purpose
of the illustrator and the message of the image. From everything reported in the data,
both the teacher and students seemed to be more aware of the social construction of
visual meaning, having been given a language in which to talk about it.
Inhibitors
In the process of the teacher and students critically viewing visual images using a
language for analytical purposes, there appeared to be certain factors acting as inhibitors
to students developing their critical viewing.
Firstly, there were too many terms to cover in a short time span. Perhaps too many
terms were used in many of the analyses, thereby reducing the time students could
ponder on the effect of any one term or semiotic resource.
Secondly, while allowing students to follow their own analyses, and supporting them in
using visual literacy terminology, the students were sometimes prevented from treating
some terms that were pre-planned for the lesson. However, this factor led to the
flexibility of our program, thus allowing students to take responsibility for their own
viewing analyses, and encouraging them to become more independent viewers.
Thirdly, the school being a High School for the Performing Arts meant that a couple of
the students were unable to attend some lessons because of legitimate music practices.
Fourthly, we had little opportunity to study the grammar of written texts and to explore
the semiotic/grammatical links between these and the visual texts. Studying the
grammar of written texts as well as visual texts was beyond the scope of this study,
because of the sheer magnitude of such a venture, and the limitations of time.
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Phase 4: Synthesising the Case Studies
Introduction
Phase 4 of the research design is a summary of the case studies Nina, Anne and
Winston. This phase brings together the evidence to address the Research Question,
‘What will happen when the teachers and students analyse visual texts using the
language of the framework?’ The following summary involves all three case studies,
whereas, for the sake of brevity, Phase 3 in the previous section only reported Case
Studies Nina and Anne as exemplars of the case study analyses.
In Phase 4 of the data analysis, the findings emerged as a description of how the
students were guided in how to critically view visual texts. Having worked closely with
the data concepts and categories, a clearer picture of what appeared to be the
phenomenon began to emerge. The phenomenon at this stage was ‘guided viewing’.
Since ‘guided viewing’ entails guiding and supporting students in learning how to view,
this term seemed to be in line with Strauss and Corbin’s (1990) ‘action/interaction’: the
thing you do to teach viewing. What emerged from the data in Phase 4 was a summary
of the ‘practices of guided viewing’– the practices that contributed to guiding the
students towards visual and critical literacy. A two-page summary of the ‘practices of
guided viewing’ is shown as a diagram in Figure 26 (pp. 285-6).
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Figure 26: A Summary of the Practices of Guided Viewing
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Explication of the ‘Practices of Guided Viewing’– Phase 4.
Phase 4 describes in summary form what happened when the teachers and students
interacted during the critical study of texts containing visuals, using the language of the
framework. What follows is an explication of each of the five major categories that
constitute ‘the practices of guided viewing’ in three case studies.
A Language for Viewing
The data in all three case studies revealed the nature of this metalanguage and its effect
upon viewing. It was seen as a tool for visual analysis providing language terms for
specific visual structures and features. It had a definite impact upon the viewers in the
study.
A tool for analysing texts
In all three case studies, the framework was reported as a tool for visual analysis and a
metalanguage for critical viewing. Because pictures have different constituent parts, it is
advantageous to have a language to identify them, a language that shows how the parts
interrelate semiotically to make a visual whole. The participants in this study expressed
their pleasure in having a language that helped ‘know what you are talking about’
(Nina, p. int. au. 1369). In this framework of visual language, the students were
provided with a language to identify semiotic constituents or, as Winston explained,
‘the language of visual literacy to describe the pictures and how that relates to the
meaning of the text…’ (au. 1941-3); and as Kathy concluded, ‘It all gives you a name
… those different key elements … if you put it altogether, it helps to put the pieces of
the puzzle together’ (au. 304-5a).
Data showed that the language was used in two ways. One way was to construct
meaning through critical analysis, whereby the students and teachers were able to work
out who was marginalised or who was being manipulated in the visual text. At other
times, the language helped the students take on a subversive role in their criticism. For
example, in the book One Less Fish (Toft & Sheather, 1997), which presents a world
heritage view of the Great Barrier Reef, students decided that the viewpoints of the oil
driller and the fishermen were missing in the text. Subsequently, students constructed an
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alternative point of view. In applying Luke and Freebody’s (1997 & 1999) fourresources model of reading to viewing, this work involved text-analyst practices
whereby texts are interrogated for the ideological positions and opinions that are present
and absent in them.
While the study emphasised the analysis of visual texts, occasions did arise when
comparisons were made between written and visual texts, using grammatical resources,
particularly in the two Year 5/6 classes. For instance, in Winston’s class comparisons
were made using the grammatical features of Given and New and the adverbial phrases
of place, time, and manner. The students were able to discuss whether pictures
elaborated upon, added to, or were different from the meaning of the written text.
One mode of representation was seen to improve or elaborate on the other, so that the
students used both modes of text to piece together the whole meaning as a kind of a
kaleidoscope. In Year 8, the students thought that the visual texts were more
meaningful, detailed and complex than the verbal texts (au. 339-350).
Language terms
During the study terms used for critical viewing were found to be semiotically
interdependent. When the viewers were using one term, it was not long before they
were using another related term. For instance, the ‘do-er’, the ‘done-to’, ‘vector’,
‘symbol’ and ‘saturated colour’ were shown by Anne to work together to create
meaning. ‘Left-hand side’, ‘right-hand side’, ‘Given’ and ‘New’ were also terms that
seemed to go together. What emerged was that, if terms were used ‘in tandem’, the
analysis seemed to be richer and more meaningful. In applying the four-resources model
of reading (Harris et al., 2001; Luke and Freebody, 1997 & 1999) this is a significant
finding about viewers’ practices as text participants as they ‘engage the technology of
the text itself – its meaning and structure’ (Freebody, 1992, p. 50).
It is significant that the students did not just invent the multiple use of terms themselves.
It was modelled and explained for them by their teachers and by the researcher. For
instance, Anne and the researcher had explained how two or three resources could
interact to create meaning. In Window, where Sam is dressed in a superman suit, Anne
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explained that a ‘symbol’, the ‘vector ‘and the highly ‘saturated colour’ work together
to create a message (au. 312-17). The students in Year 8 seemed to be more adept at
using terms together to create meaning than Years 5 and 6 students. Using terms
concurrently seems to be a higher-order critical viewing skill that inter-relates directly
with the socio-cultural construction of the text.
Once the students had analysed the texts using visual language, they were freed to
make critical judgements. For example, the Year 8 data show how the language of
visual literacy may be linked with critical literacy. Perhaps the best example of this
connection was in the response written by Kathy in Year 8 on the book The Rabbits
(Marsden & Tan, 1998). In her response, Kathy used the visual language to construct a
personal response and a judgement on Aboriginal issues in the book. She analysed the
invasion, the stolen generation and reconciliation. (Kathy’s five page written response
to The Rabbits can be read in Appendix R.)
The above connections entailed cultural meanings. All terms from the framework are
signs, and all signs are socially constructed and culturally motivated. It was when the
teachers combined the language of viewing with socio-cultural meanings, messages and
ideologies, that the link with culture was made. One student in Year 5 called it ‘social
literacy’ (au. p. int. 1555-57). For instance, the terms ‘direction’ and ‘movement’ were
seen to mean different things according to the Western or Eastern culture in which they
are used. As Anne explained to her class, in Western culture the Known is on the left. In
Window, she linked the salient mother on the left-hand side to the cultural ideal of
motherhood (field notes 23/10) (au. 1930-45). There are examples from the data of
students attaching cultural meanings and understandings to visual texts, using the
language from the framework.
In the beginning, this connection between the visual language and social-cultural
meanings and messages did not always happen, and was probably the most difficult
challenge of the entire study. Later, as teachers and students gained experience in
analysing visual images, they made socio-cultural connections with the visual
language more easily. Then they seemed to realise that the purpose of the language of
the framework was to make links with social and cultural meanings, and they were
better able to critically respond to visual texts.
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Even though there was some success in using intuitive language, it became apparent
that without a semiotic language for visual analysis, the students would not be able to
fully construct meanings from the visuals. Nevertheless, the students’ own visual
terms were valued by the teachers and utilized functionally. In all three case studies,
the students indicated their appreciation of the teachers’ acceptance of their language:
for instance, ‘leaning over’ was used for high attitudinal angle, and ‘gazeline’ was
used to connect the gaze between two characters. When the teachers valued the
students’ language, and modelled the language from the framework at the same time,
the students felt free to talk out their own critical viewing. In this way, the teachers
allowed them the opportunity to practise and finetune their working language for
viewing.
The visual terminology in the framework has been organised according to the three
metafunctions as the language was used to create ideas, set up interpersonal
relationships and create texts. Although there was little or no reference to the
metafunctions during class, there seemed to be a richer, more in-depth visual analysis
when visual terms were used from the three metafunctions.
Effect on viewers
In using the framework provided to them, the teachers and students had a range of
grammatical language choices which affected them personally. The terminology of the
framework helped them focus their thinking to construct social meanings and cultural
messages in visual images. It empowered them to seek out the marginalised, and
discern who was being manipulated. In so doing students such as Kathy, Geoff, Nigel,
Bryce and Alice were utilising practices similar to those of the text analyst.
In a climate where the teachers valued the students’ input and accepted their analyses,
the students experienced a ‘freedom’ in being their own critical viewer, applying a
metalanguage that they had found useful. The guided viewing they experienced with
their teachers gave the students more confidence in their viewing, constructing social
meaning and cultural messages from the visual images. When comparing the visual
language they used in the post-interviews with the pre-interviews, all three case studies
showed that most students had increased confidence in their ability to use the visual
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language and critically analyse the meaning and messages of the text. As the students’
confidence grew in using the language, they developed a sense of ownership of the
viewing process, and could be heard excitedly defending their ‘point of view’. This
ownership was also the result of the teachers modelling the viewing process, and their
provision of a language for viewing using charts or lists of language and response
scaffolds.
By the end of the study, it was evident that most of the students’ visual understanding
was more analytical and in-depth. For example, they knew how meaning was created by
Given and New, the impact of a certain kind of gaze, the right-left movement of a main
character, and the manipulation of the viewer into accepting the message. This was not
so at the beginning of the study.
Impact Upon Student Writing
When comparing the later written responses to the earlier responses, the impact of the
language for viewing is remarkable. Detailed writing assessments were carried out on
earlier responses to pictures such as the Wollongong Floods (Plate 12), and on the later
responses to picture books such as The Whales’ Song (Sheldon and Blythe, 1993) or The
Rabbits (Marsden and Tan 1998). When the students wrote their first responses, they
did not have access to much visual language, but when they wrote their final responses,
many used the visual terms critically. Students’ written responses were enhanced
through all kinds of modelled and guided viewing experiences using visual language.
The written responses
Students’ written responses showed that they had gained a language for analysing and
talking about visual images. Many of the students had gained the tools for a more indepth and systematic visual analysis, leading to a greater understanding of the visual
meanings and messages. Some included the affective domain by embellishing the
language with their own feelings and emotions.
The teachers’ use of a scaffold of questions and suggested terms provided guidance to
the students in their ability to write. Their work samples gained more generic structure
and the language provided them with more critical focus. Consequently the insights
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into critical viewing of visual texts in the students’ writing were enhanced. One of the
school Principals explained to me that some of the students who had been poor writers
under normal circumstances, had improved their writing skills enormously (Field log
11/11).
To show how the terminology opened up avenues for visual analysis and understand the
visual messages, two responses written by Stage 3 students have been provided:
The Whales’ Song by Dyan Sheldon and Gary Blythe. Written Response by Mal
Context
We know that Lilly likes being with his grandmother. The book is about whales, Lilly,
her grandmother, and her Uncle Frederick. The setting is in the present day, on the coast
of Australia. I think this because of the beautiful sand. I think the author’s and
illustrator’s purpose is to tell you not to kill whales, and not to take whales for granted.
The book was published by Hutchinson Children’s Books in 1990. It was published a
second time by Red Fox in 1993. The book was printed in Hong Kong.
Synopsis
I think the main message is never kill whales, and that whales are peaceful, wonderful
creatures. This opinion was put forward by Uncle Frederick and Lilly’s grandmother.
Description
On the eighth double spread Lily is at the end of a jetty dropping a flower in the ocean
for the whales. The ocean and the sky is neutral and the jetty is man made. I am at the
start of the jetty looking out at the ocean, Lilly, the flowers, the horizon, and the clouds.
The picture generates a lot of hope. The jetty planks are very old and straight and the
rope is curved to tell people to be careful. The jetty is facing out towards the ocean, then
it turns left. The most salient thing is the jetty because it is close up.
The written text is the same as the picture because in the text it said: ‘She went where
no one fished or swam or sailed their boats’. In the picture no one was there except for
Lilly.
On the first double spread there are no people but there are two whales and lots of little
fish. The two whales are very big and the fish are really small to show the size of the
whales. The whales are in the right place because they are in the sea with the fish…I am
in the sea looking at the side of the whale. The only actions are the fish and the whales
swimming. The feeling I get is that whales are beautiful creatures.
The line of the whales is curved to show the natural animals. The whales are blue and
white and the fish are orange and yellow. The whales are going to the right hand side of
the page and the fish are going to the left. The whales are the salient thing because they
are huge.
The written message is the same as the visual text because the whales are huge and in
the text it says that.
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Opinion
I think the book is a good story to tell you not to shoot whales.
The Whales’ Song by Dyan Sheldon and Gary Blythe. Written Response by Adrian
Context
We know that Lilly loves listening to her grandmother’s stories. And that her
grandmother knows a lot about whales. But Lilly’s Uncle doesn’t like her stories. The
theme is Lilly and her grandmother like talking about whales and how good they are but
Lilly’s Uncle disagrees about what Lilly’s grandmother is telling her. The topic is Lilly
wants to hear the whales call her name.
I think the time is the present and the location is the west coast of Australia. This is
because the sun sets on that side and those type of shells are in the west coast. The
author’s and illustrator’s purpose is to say that whales are good and shouldn’t be killed.
The text was published in 1990 by Hutchinson’s Children’s Books and published again
in 1993 by Red Fox in London.
Synopsis
The main message of the text is whales are meant to be in the ocean and not killed.
Also what Lilly and her grandmother believe in. Lilly’s opinion is put forward because
she likes whales and wants to know about them.
Description
The double spread page I chose was page 9. It has Lilly and her Uncle Frederick in the
picture. Lilly is sitting on the end of the wharf and Uncle Frederick is leaning towards
her pointing towards home – demanding her to go back to the house. Uncle Frederick
isn’t happy with Lilly because she is out of the house at bedtime. It is natural that the
sun is setting and the sun is shining on the water…
The second double page I chose was the last double spread. Lilly is staring at us and
there are stars in the background. The background suits the picture of Lilly. Lilly is
staring at us with innocent eyes and her expression tells us she is serious. Her face
stands out and dominates the picture with stars twinkling in the background.
The picture makes me think. The lines are curved and soft. Her eyes are oval shaped
and fluent. The colours are dark with blue blending in with the black and white. Her
gaze is straight at us and that she wants us to notice her and believe her. The sky is
framing most of the picture while Lilly is the most salient thing in the picture. The
written message is the same as the written text. It is trying to tell us ‘believe me it is
true’.
Opinion
I think the book is good because it suggests that Uncle Frederick is wrong.

The viewer-writer
The language of the framework not only impacted on the students’ work samples but
also on them as viewer-writers. As viewer-writers, most students used the language as
an analytical tool for organising their thoughts and meaning as a writer. The Year 8
teacher, Anne remarked:
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I think the prime thing is they now know the language and they can
incorporate that into what they’re writing. So their writing has become more
sophisticated and become more specific rather than general floundering around
for a term they want. The visual literacy, the language of visual literacy has
given them the terms to use (au. 2600-70).

Earlier on in the study, the students appeared to be quite analytical in their writing,
using visual terms but with few instances of connecting the visual terms with any
messages or any positioning of the viewer. However, as the students became more
established in the process of writing visual responses, they connected more with the
meanings, messages and ideologies embedded in the text, and could explain how a
person may be positioned in the visual image. Some students used the language to
subvert the message and construct an alternative point of view. The texts written by
Kathy, Geoff and Nigel on The Rabbits (Marsden and Tan, 1998) are testimony to this.
(Their responses are found in Appendix R.)
As viewer-writers, some felt that the language of viewing helped them to ‘know what
they are talking (and writing) about’. And talk they did, some of them enthusiastically
using their own world experience, to such an extent that they became sympathetic
reader-viewers to the cause of Aboriginals, the marginalised and whales:
I think the book will get the message along to people who kill whales for fun very well.
The photos are nice because they look real so look after the whales otherwise they will
disappear very quickly. I agree with this because I love whales and I would hate (it) if
they disappear (Alice’s written response).

Finally, as viewer-writers, the students needed to become independent and selfsufficient in their choice of appropriate language for specific texts. Bryce was always
searching for a metalanguage for analysing meanings within a picture to help him go
beneath the surface meanings. While responding to The Whales’ Song, he showed an
excellent use of language resources that were self-chosen. He used them to describe the
specific meanings he had constructed and how participants were positioned or were
positioning others:
The meaning of the book is to protect the whales. The book is saying if we don’t care
for them they might disappear. We should do this because they are so beautiful… This
book is cleverly written. It uses similes such as ‘as big as the hills’ which can be
compared to the pictures for further meaning. The gaze is well used as in page 10 the
gaze is used to set up conflict or an argument between Uncle Frederick and grandma
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and Lilly. On pg 24 Lilly’s gaze shows fascinations and excitement. The illustrator uses
light to show expression in the picture. The size and proportion is also well used.
Compared to the fish the whales look enormous (Bryce’s written analysis).

As viewer-writers, most students were keen to commit their analyses to paper and
participate in the analysis of meanings from the visual text. In analysing texts, they were
trying to work out how they would use the texts and what they would do to them in
order to create critical responses. That is, students analysed visual texts and teased out
visual meanings that led to the formation of messages and opinions in the texts. In these
ways, the students were practising their viewing as the ‘text user’ in Luke and
Freebody’s four-resources model (1997 & 1999). They were using texts for these
purposes.
Contributing Strategies
Until Stage 4 of the data analysis, there were two separate categories which were treated
as two distinct bodies of data. In Stage 4, these two categories, ‘teaching and learning
strategies’ and ‘contributing approaches that supported critical viewing’ coalesced to
form a new category, ‘contributing strategies’. (Appendix T contains a list of the
teaching-learning strategies that were evident in the data.) All the strategies that were
observed in the data related specifically to ‘modelled viewing’, ‘guided viewing’,
‘independent viewing’ and teacher ‘preparation’.
Modelled viewing
The teachers in this study acknowledged the importance of being able to model an
analysis of a visual text both orally and in writing.
Modelled viewing involved:
•

First analysing the visual text from a picture book to the class by modelling the
use of the visual language and the critical viewing process.

•

Using a series of pictures to model terminology from the framework; e.g., gaze
or colour.
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•

Revising visual language through groups analysing magazine/newspaper
pictures, asking critical questions, constructing messages, and responding to the
illustrator’s message.

•

Showing what a written response genre looked like, in terms of the stages,
meanings, messages, visual language and personal responses/judgements.

•

Special teacher-written analyses of visual texts, or part thereof, for class and
group discussion were also modelled. Students’ best responses were sometimes
used to model a critical response and how to elicit meaning from visual images.

•

Modelling to the students the critical questions they should ask themselves about
viewing an image.

•

Modelling the use of visual terminology with critical viewing when students are
at a stage when they begin to construct their own values and beliefs. (Having a
language for viewing will assist them in understanding the powerful ideas,
messages and power embedded in a visual image, provided it is matched with
critical thinking and cultural understanding.)

•

Modelling the viewer’s use of world knowledge in the viewing experience as
well as that of the illustrator. (For instance some students were critically
viewing Lily’s gaze, and they appeared to be ‘sifting through their bank of world
experience that related people’s gaze. The light seemed to ‘turn on’ as they
chose one experience from the paradigm of many, one memory, that seemed to
‘trigger off’ understanding, so that a syntagm of meaning for a particular gaze
from a real place in time, came into existence. The visual literacy term then
seemed to have a purpose and a life of its own. The term ‘gaze’ could at
last mean something. It has the power to unlock the mysteries that lie behind the
gaze; e.g., ‘The story Grandma says is true.’ ‘If you believe you receive.’)

None of the above modelled viewing would have benefited the students had their
teachers not modelled their own commitment to critical viewing and their personal
engagement with specific visual texts. Teachers’ commitment to, and enthusiasm in
questioning visual texts was contagious, as students also became committed to
unravelling visual meanings and messages.
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Guided viewing
There were findings from the data analysis which related to support and guidance of
students towards critical viewing. An important part of guided viewing is the teacher’s
ability, in discussions, to use questions that link the language of the framework with a
critical analysis of the message of the book. This connection has been mentioned above,
and it continued to recur throughout the data. Sometimes this critical connection is
contained in question-and-answer interactions, and sometimes in statement-forstatement interactions.
From the coding of the data episodes, guided viewing emerged in the following:
•

Cooperative analysis involved analysing and responding to texts in pairs
or in small groups. This cooperative approach provided opportunities for
the pooling of ideas, giving suggestions, asking questions and
maintaining close interactions. The teachers often encouraged their
students to join in the analysis, to become a part of the joint construction
of the text, in which everyone’s opinion counted. The teachers
sometimes initiated the inquiry, and then listened to and guided their
students in using visual language for analysing a text.

•

When unexpected critical viewpoints arose teachers praised students and
set up opportunities for their students to ‘talk out’ their own analyses,
thereby developing a working language for visual literacy.

•

During group sessions, the students and teachers were equally able to
contribute their findings, alternately bouncing ideas off each other, with
the purpose of constructing their viewing. This kind of collaborative
analysis was particularly helpful for students during the writing of their
responses.

•

The learning environment created by the above conditions, caused the
students to have no fear of taking risks, and to ‘have a go’ at the viewing
process. In turn, the students appreciated their teachers’ acceptance of
their analyses, their timely suggestions and their expertise.

•

The students had ownership of the viewing process, asking each other
critical viewing questions as they interrogated the visual images. They
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were the ones in control. Discussion often centred around the viewing for
which the group was responsible; e.g., writing just one section of the
response in a jigsaw arrangement, or the group being responsible for
analysing one or more pictures in the book.
•

The use of scaffolds provided the students with structure and guidance as
a group in choosing appropriate terms to use and how they should be
used. Teachers used scaffolds to guide their students in juxtaposing
visual literacy terms with critical literacy. The worksheet in Figure 20 (p.
215) is a scaffold from Nina’s work on The Whales’ Song (Sheldon &
Blythe, 1993). It was used to guide the children in how to analyse and
respond to the book. This scaffold gave Nina’s class direction and
guidance in the things to look for. It suggested language to use in
answering critical literacy questions. The scaffolds were all organised
within the generic stages of the response text type.

•

Anne and Nina were able to move the lesson along quite rapidly, firing
questions, suggesting terms and following students’ leads. The rapid
pace of the lesson happened once the students had become familiar with
some of the language of the framework. At times, the pace of Anne’s and
Nina’s questioning in the lesson was quite vigorous, and was a source of
enjoyment and interest for both the teacher and students. They moved
from one term to the next, in an effort to unravel what the
illustrator/illustration was trying to say. The students’ enjoyment was
substantiated by their open appreciation of their teacher’s acceptance,
critical questions and suggestions.

•

The type of questioning being used by the teachers was crucial in
guiding the students in their viewing. Appropriate questions framed in
appropriate terms made it possible to connect the visual literacy terms
with the meaning and message of the text. The language of the
framework needed to be used meaningfully and critically, otherwise
viewing would be only superficial and lack a sense of purpose. Questions
such as, ‘What is the purpose of the long shot?’; ‘Why didn’t they give
you a close shot?’ (Case Study Winston); ‘Who’s point of view is it?’
(Case Study Nina); ‘Talk to me about the colour contrast please?’; ‘So
what message are you getting through the use of colour?’ (Case Study
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Anne) make a connection between purpose, message, point of view and
visual terminology. Following modelling of such questions, some of the
students began asking similar questions themselves while analysing a
text.
•

The teaching strategies described above seemed to support the students’
progress through a period of learning that scaffolds the viewers with
opportunities to test out their metalanguage for talking about pictures,
and for developing a critical understanding of the social meanings and
cultural messages of visual images.

•

Luke and Freebody’s (1999) ‘Four Resources Model’ is a pedagogical
model for reading that can be applied to the findings of this study
because of the broader notions of literacy and of texts. As the texts in this
study are largely visual, the operation of these practices of the reader
were seen in numerous ways. Instances abound in the data where
students used the visual language to decode and engage with the
constituent parts of the visual (See Freebody, 1992). Then there were
many instances where the viewers were text participants as they coconstructed with the illustrator the possible visual meanings. Students
were able to bring their prior knowledge to the text and analyse the way
the text was constructed to make meaning (See Harris et al., 2001; Luke
& Freebody, 1997 & 1999). The practice of text user was witnessed only
in that the students were using the texts for the purposes of viewing them
and writing critical responses. The practice of text analyst is described as
the practice of critical viewing in which readers and viewers critiqued
and responded to the meaning and message of the text. Some students
seemed to respond with a negotiated viewing of the text, while some
even interrogated the opinions and messages that were in the text.

•

During critical viewing lessons, the initial orientation to a visual text was
important for children’s interest and attention. The teachers and students
needed a way in for studying a visual text. As Nina explained in her
diary, the language provided students with ‘a freedom for getting into the
book’ so that more analytical understandings would eventuate. Once the
teachers and students had analysed how the text was structured and how
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it cohered as a whole, they were, as viewers, ready to see what
interpersonal and ideational ideas could be constructed in the text.
•

Teachers need to spend time analysing the text themselves, annotating it
with post-its to remind themselves where to begin viewing and what to
analyse. In one of the case studies, the ‘way in’ was through the grammar
of the written text (e.g., What action verbs and adverbial phrases are
present in the visual?) This focus was followed by a comparison with
what was found in the visual text, which then became the basis for a
discussion of the relationship between the written and visual texts. In
more than one case study, using terms from the textual metafunction
initiated viewing via the structural and organisational features of the text.
For instance, Nina often began with position and how things become
important according to where they were situated in the picture. Position
was then related to the cultural significance of left-hand orientation.

•

Focused viewing operated when a class or group focused on one visual
text or the various uses of one term; e.g., ‘gaze’ and ‘shot’. For instance,
many pictures were shown for gaze (e.g., Plates 6–10), involving offer or
demand, information, or goods and services. Focused viewing also
involved children working in groups of five and writing the next part of
the response; e.g., description. The teacher usually provided the guiding
questions.

•

Role play was used to explain the body language of characters (or any
other interpersonal terms) in the visual image. Role play gave the
students a clearer idea of this semiotic resource and its effect on the
viewer. Using role play or mime, Nina was able to introduce her students
to certain aspects of body language, thus tapping into the students’ own
world experience to interpret the visual.

•

By relating the visual to local contexts and issues, the students in one
case study were able to understand some of the cultural issues behind a
text. Again the viewer’s own world experience helped to understand the
social and cultural issues in the book. Relating the issues in the book to
the viewer’s local environment adds a ‘text user’ dimension to the
student’s analysis of the picture book .
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Independent viewing
Independent viewing involved the students being able to critically view visual images
using the language of critical viewing.
The following quotes show students’ perspectives on independent practice:
Nigel: ‘With the way you think I don’t think a teacher has anything to do with it – like
they explain what all those words mean, you’ve got on the sheet like vector and
everything like that, but once you know all them, its really up to your own imagination
to do it all so I don’t think – (au. 369-71a)
Kathy: ‘You couldn’t start without them’ (au. 360-72).
‘You need the teacher to give you the tools, but the rest you do your own way’ (au.
Kathy Yr 8 p. int. 375).

Teacher preparation
Teachers found that they needed to prepare pictures for modelling the language and
scaffolds that included generic stages, critical questions and suggested terminology. The
teachers saw the need to become familiar with the content of the picture book to be
studied, and to decide which visual language and visual analyses needed to be modelled
to the students and how this is to be done. These ideas are indicated in some of the
comments that emerged during the reporting day.
Modified charts of terms from the framework suitable for Stages 3 and 4 needed to be
available for students and teachers with related visuals to scaffold students in their
visual analysis. Charts and/or overheads containing suggested critical viewing
questions, and charts and/or overheads of terms and adjectives describing such visual
terms as position, shape, line and colour were needed for use during viewing lessons.
For example, Nina’s charts of visual grammatical terms were a handy reference for the
students and a working document as they added new terms from their visual analyses.
Winston used a list of suggested terms on the board while Anne used handouts and
overheads of suggested terms for the students to consider when viewing a visual text.
Terms were also integrated into Anne’s response scaffolds. In all three case studies, the
class lists of terminology were testimony to the fact that the teachers had studied the
framework and had been discerning in their choice of visual terms for the texts their
students were going to study.
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For both teachers and students, a series of pictures seemed to be an easily accessible
option for studying the language of viewing. These were self-contained, making the
study of visual terminology focused and manageable. The pictures were used for
introducing and teaching the language, or to revise what the students had already
covered.
Having gone through the preparation described above, the teachers achieved the status
of ‘teacher-viewer’, the ‘significant other’ viewer in the experience of the student
viewers. They acquired a ‘viewer’s metalanguage’ for analysing visual texts and
became aware of the ‘social constructedness’ of the visual. This growth came about
through teachers’ experiences in preparing their viewing, modelling it to their students
and participating in the construction of visual meanings with their students. In so doing
teachers became ‘model viewers’ with whom the students could negotiate visual
meanings.
Teachers’ and Students’ Statements
Knowing what the teachers and students said about using the language of the framework
had a direct bearing on how the researcher was to think about and analyse the data.
Students said that:
•

Without the language they would have understood nothing in the pictures. Now
they understand what the picture is ‘getting across’. The language of the
framework helped them to describe what was in the picture, work out its
message and ‘do things’ with the picture. They supported the idea of the
inclusion of multiple viewpoints during viewing sessions.

•

The teachers’ questions and ability to explain guided students into knowing what
they were talking about.

•

‘… any younger and the children would not understand it’ (Stage 3 student).

•

The teacher provided models, demonstrations, guidance and support using a
more advanced knowledge of viewing. ‘You need a teacher to give you the
tools. The rest you do on your own’ (Stage 4 student).

•

They were very appreciative of their teacher’s acceptance of their attempts at
viewing and the way she let them pursue their own line of inquiry using the
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terminology, while at the same time still asking guiding questions and giving
suggestions (Stage 4 students).
•

Everyone can have a different opinion about the picture (Stage 3 students).

•

Teachers provided positive feedback. Teachers showed how the visual text is
different to the written. Revision of the terms helped the students.

Teachers said that:
•

The framework was useful for teachers and students. The teachers learned much
about the language of viewing. The language enhanced the students’ critical
literacy and ‘definitely advanced students’ visual literacy’. The critical literacy
aspect provided the language of the framework with purpose. The language of
visual literacy enabled the students to be more detailed in their analyses, to be
more conscious of the author’s/illustrator’s purpose and to form their own
judgements and opinions. This visual language had a positive effect on most
writers, improving the quality and detail of their responses. The Year 8 writers,
for example, became more sophisticated in their thinking and critique.

•

As terms were introduced, they were displayed as word lists, charts and word
clusters. The framework was appropriate for Stage 4. The Stage 3 teachers
needed to be discriminatory and personalised in their choice of language and in
relating it to the needs of the students. The language can also become a useful
resource for media studies.

•

The framework needs a little more clarification and explanation for average
teachers, and inservicing would be needed for teachers using it, with guidance
and support for those who required it. The researcher’s help in the classroom
was appreciated where episodes of modelling in critical viewing were provided.

•

The choice of books is important so that teachers and students can maximise
their opportunity to learn visual language and engage in critical viewing.

•

It is necessary for teachers to prepare specific modelling of visual analyses. The
teacher must become familiar with the book.

•

As in all teaching experience, teachers teach best when there is reflection,
mentoring and collaboration.
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•

Some earlier written responses lacked descriptive detail and use of the language,
but this improved with later responses following further modelled and guided
viewing.

•

Written grammar was a useful way to relate the written text to the visual text.
The students should be allowed to digress.

•

Where two classes worked on one stage of the response at a time and shared it
orally, this added to the high interest and rapid movement of the lesson.

Inhibitors to Guided Viewing

Teaching

Teacher enthusiasm
While the enthusiasm of the teachers and the researcher was advantageous to the
application of critical viewing and the stimulation of the students, at times the interest
and enthusiasm of the teachers and the leading viewers may have caused some other
students to miss out on contributing their ideas during whole-class viewings. Group
viewing sessions tended to alleviate this problem.
Generic staging
Trying to follow and focus on the generic staging as provided by a ‘response guide’ can
sometimes distract students’ attention away from critically viewing the visual image. At
times students were more preoccupied with the structure of the scaffold and filling out
the generic staging with information and answering the questions, rather than with
critically viewing the visual texts before them.
A few terms
There was a little confusion among the terms ‘eyeline’ and ‘reading paths.’ This
confusion was probably more in the researcher’s mind than in the mind of the students
because the term ‘eyeline’ was used to mean the same as Kress and van Leeuwen’s
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‘reading path’. However, with whatever meaning the students had chosen for the term
‘eyeline’, they were consistent in its use.
Organisation

Time of year
While the first half of the study went well, towards the end of Term 4 it became a little
difficult maintaining some students’ focus. This difficulty was mainly because of other
agendas such as school performances.
Faulty equipment
Early in the study, some quality data were missed because of low batteries and problems
with equipment. We were not alone with this problem. Similar frustrations were
experienced by teachers involved in the study by Hancock and Simpson (1997a).
Several teachers found that the technology needed was either not readily at hand, or
didn’t work, or was not exactly what they needed. Focus teachers had cameras break
down, batteries go flat, controls get lost and globes blow.
Limitations in access
While the focus group fulfilled its purpose in representing a cross section of each class,
quality data from other students’ written work could not be referred to in the thesis.
This is one of the limitations of using focus groups.
Many terms
The teachers tried to cover as many terms from the framework as they could practically
provide the students, for the given texts in a rather short space of time. Hancock and
Simpson (1997a, p. 12) also found that the major issue for all teachers was time. Nearly
all teachers in that study commented that their units took longer than they had
anticipated for various reasons.
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Conclusion
Phase 4 was what the researcher termed ‘the practices of guided viewing’. The
researcher elaborated upon the different categories as an overall summary of what
happened in the three case studies. What was done and said in guiding the students
towards ‘critical viewing’ were the practices in ‘guided viewing’ adopted by the
teachers and students in this study (See diagrammatic summary in Figure 26, pp. 2856).
What remains to be presented in the results is Phase 5, the grounded theory ‘a pedagogy
for critical viewing’. This phase will be reported in the beginning of Chapter 5 and will
then be related to the rest of the study through explicating its processes as a ‘story line’.
The major concept, ‘critical viewing’, was latent and embedded in the viewing of
teachers, students and the researcher right from the beginning of the study. However,
‘critical viewing’ as a phenomenon did not emerge from the data analysis until later in
the study when the grounded theory was constructed during Phase 5.
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CHAPTER 5

Conclusion

Introduction - Towards ‘a Pedagogy for Critical Viewing’
Having answered the research question, ‘What will happen when the teachers and
students analyse visual texts using the language of the framework?’ in Chapter 4,
Chapter 5 addresses the research question, ‘What pedagogy for the teaching of critical
viewing will emerge from the students’ and teachers’ practices in viewing?’. Chapter 5
also reports on the theory construction of Phase 5 and explicates and discusses the
different features of the theory and how they relate to one another. Following this
articulation of the theory the implications for using the theory in teaching are discussed
with suggested questions for critical viewing.
‘A pedagogy for critical viewing’ is a grounded theory that emerged from the unique
contexts of classroom practice in critical viewing. To use the thinking behind Strauss
and Corbin’s (1990) matrix, it could be said that the federal mandate on the teaching of
viewing has caused its inclusion in state syllabus statements. Changes in the social and
educational conditions at various levels from national and state through to school and
group levels, have necessitated corresponding changes to the actions taken by those
responsible for literacy education. This being the case, teachers now need to teach
viewing and students now need to learn viewing, and support needs to be given to
teachers in how to teach it. This support also needs to include the provision of a detailed
framework of language for viewing to support the analysis of visual texts.
Given that the above support in teaching viewing and visual language was provided in
three case studies, this study facilitated the construction of certain kinds of knowledges
and experiences that are required for critical viewing to be successfully
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practised. The theory identifies, describes and explains strategic working knowledges
and experiences that have formed the basis of ‘a pedagogy for critical viewing’.
During Phase 4 of the data analysis, the phenomenon under investigation emerged
as ‘guided viewing’. Phase 4 culminated in a summary of the ‘practices of guided
viewing’- that is, the kinds of practices that were used to guide the students in their
viewing during the study. Phase 5 on the other hand, produced the grounded theory of
critical viewing. In the process of developing the categories for this theory, ‘critical
viewing’ emerged as the core category. This concept was integral to all analyses
conducted in this study. ‘Critical viewing’ emerged as related to, and embedded in,
every concept and category that constituted the documented practices of guided
viewing. Critical viewing had been a latent component of the teacher training, and
lesson planning and implementation had been embedded in what we were doing with
the students at the outset of the study. As connections were made between the data
concepts and categories from Phase 4 of the analysis, a clearer picture of the
phenomenon of critical viewing began to emerge. Thus it could be argued that Phase 4
documented the ‘how to’ of viewing (the practices of guided viewing), while Phase 5
focused on the ‘knowing about’ viewing (‘a pedagogy for critical viewing’).

Explication of ‘a Pedagogy for Critical Viewing’: the
Structure of the Theory
What follows is an explication of ‘a pedagogy for critical viewing’ as a theory that is
grounded in this study’s data. The categories and their concepts embrace the various
knowledges and experiences that this study argues are necessary for critical viewing to
take place. As such, these categories are grouped using two terms borrowed from
Halliday (1994) -‘ideational conditions’ and ‘experiential conditions’. ‘Ideational
conditions’ refer to knowledge ‘about’ viewing that viewers need. ‘Experiential
conditions’ are the processes through which ideational knowledges are constructed.
These processes are the experiences viewers need to have in critical viewing. A third set
of conditions is labelled ‘viewing conditions - consequent knowledges in’. These
conditions are the consequences of constructing the ideational knowledges under
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experiential conditions. Figure 27 (p. 309) visually represents this theory in succinct
form.
A Pedagogy for Critical Viewing
Ideational conditions,
the construction of knowledge about:

Visual texts

Visual language
Viewing critically

Experiential conditions,
the construction of knowledge through:

A significant other viewer

Critical viewing experiences

Viewing conditions:
consequent knowledge in:

Practices of the reader
(Luke & Freebody, 1999)

A viewing metalanguage,
a tool for viewing

A collaborative viewing
community

Figure 27: Summary of Conditions, Knowledges and Experiences for Critical Viewing

For a pedagogy of critical viewing to be operational in the lives and times of students, it
must satisfy certain ‘ideational conditions’ including three domains of knowledge.
These three domains are: ‘visual texts, ‘visual language’ and ‘viewing critically’. The
first is knowledge about ‘visual texts’. Knowledge about ‘visual texts’ impacts upon the
knowledge students gain about ‘visual language’ and how it is used; which in turn has a
bearing upon the knowledge they construct about ‘viewing critically’.
The construction of these three domains of knowledge is facilitated through two
domains of experience (the ‘experiential conditions’). These two domains are the
construction of the ideational knowledges through ‘a significant other viewer’ and
through ‘critical viewing experiences’.
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As indicated by the double-headed arrow at the side of the model (Figure 27, p. 309),
the ideational and experiential conditions are coexistent, one depending upon the other,
so that knowledge about visual texts, visual language and viewing critically, is
constructed through the support of a significant other viewer and viewing experiences.
‘Viewing conditions’, are those where the viewers apply what they have learned from
previous conditions (ideational and experiential), as ‘consequent knowledges’. These
knowledges are threefold. One knowledge type is the ‘Practices of the reader’ which
embraces the ‘four resources of the reader’ (based on Luke and Freebody, 1997 &
1999). They are the code breaker, text participant, text user and text analyst. A second
knowledge type is ‘A viewing metalanguage’ which is the visual language tools viewers
use when constructing visual meaning. A third knowledge type is ‘A collaborative
viewing community’. Such a community includes other supportive viewers with whom
a viewer shares the practice of critical viewing.
Thus the ideational and experiential conditions shown here have the potential for
viewers to develop the required knowledge and skills necessary to view visual texts
critically. These knowledges and skills are the consequent ‘Viewing conditions’.
Each knowledge and experience within the conditions influences and relates to the
others, impacting upon the viewing consequences – that is, what it means to be an
independent critical viewer (viewing conditions). The lines between the boxes indicate
the grouping of the different knowledges and experiences within the ideational,
experiential and viewing conditions, while the lines from the shaded boxes show how
the ‘pedagogy for critical viewing’ is articulated through the sets of conditions
culminating as the consequent knowledges of the third set of conditions, the ‘viewing
conditions’.
So far the theory has been explained using the over-riding concepts to make the
structure and layout of the theory explicit. Seeing this layout as a broad structure
provides a framework for presenting the theory in more detail. The following will be an
explication of ‘a pedagogy for critical viewing’ in more detail to demonstrate its
grounding in the data and its transferability to similar teaching-learning contexts. The
transferability of the theory is further discussed at the close of the chapter.
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‘A pedagogy for critical viewing’ explained in detail – a
theory grounded in the data and transferable to similar
contexts
This grounded theory comprises three sets of conditions. They are the ‘ideational
conditions’, the ‘experiential conditions’ and the ‘viewing conditions’. This detailed
account of the theory will deal with each set of conditions separately. The domains of
knowledge that constitute the ‘ideational conditions’ necessary for critical viewing will
be discussed first. A structured overview of the theory is provided in Figure 28 (p. 312).

Ideational Conditions
The ideational conditions necessary for effective critical viewing involve possessing
knowledges ‘about the nature of visual texts’, ‘about visual language’ and how it works
and ‘about the process of viewing critically’.
Knowledge about visual texts

Cultural construction of visual texts
Critical viewers must know that visual texts are a by-product of the culture in which
they were constructed. People of any culture have certain short-term and long-term
goals to fulfil in their lives, and one way to achieve them is through the use of visual
texts. Therefore the messages within a visual text have cultural significance because
they are a part of how the culture ‘gets things done’.
Semiotic and ideological potential of visual texts
The semiotic potential of visual texts is seen in the ideological potential for constructing
socio-cultural meanings and messages. Similarly, teachers from the study by Hancock
and Simpson (1997a) aimed to help students grasp the constructed nature of visual texts,
and to realize that they are not unproblematic reflections of the world. However, their
study seemed to lack the specificity of a functional terminology for viewing such as that
used in this study.
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A Pedagogy for Critical Viewing
Ideational conditions,
the construction of knowledge about:

Visual texts
•
•
•
•
•
•
•

Visual language

cultural construction of visual texts
cultural signification
social construction of viewing process
semiotic and ideological potential of vis. texts
semiotic constituents of visual texts
supremacy of the visual image
interaction with written texts

•
•
•
•
•
•

language to identify constituents
explication of visual content
correspondence with critical analysis
semiotic interdependence
cultural motivation
visual and written interaction

Viewing critically
•
•
•
•

prior knowledge
textual history
intertextuality
connection bet. visual
analysis and message

•
•
•
•

•

initial viewing: textual metafunction
signification
sustained analysis
automaticity
choice of visual text

Experiential conditions,
the construction of knowledge through:

A significant other viewer
•
•
•
•
•
•
•
•
•
•
•
•

•

Critical viewing experiences

expert critical viewer
guidance and support
familiarity with visual texts
encouragement of multi-vocality
discriminatory choice of language
suggestions in language
modelling critical viewing
viewer's language valued
guiding questions
acceptance of student analyses
innovation and divergence welcomed
disposition of commitment and
enthusiasm
reflection collaborative planning

Modelled viewing
•
•
•
•
•
•
•
•
•

terminology
visual/written connection
written response
illustrator’s background
author’s point of view
critical questioning
viewing process
shared analyses
viewing like an illustrator

Independent viewing
•

Guided viewing
•
•
•
•
•
•
•
•
•

individual critical viewing

joint construction
collaborative discussion
questioning other viewers
talking through critical
viewing
group work
scaffold with guiding
questions and terms
charts of visual language
encouragement of multi
viewpoints
focus on meaning and
message

Viewing conditions:
consequent knowledges in:

Practices of the reader
(Luke & Freebody, 1999)
• code breaker
• text participant
• text user
• text analyst

A collaborative viewing
community

A viewing metalanguage,
a tool for viewing
•
•
•
•

unpacks social and cultural
meanings
visual analysis of text
gives confidence
enhances enjoyment and freedom

•
•
•
•

supportive social viewing
network
testing of ideas
mutual guidance
visual understanding

Figure 28: A Structured Overview of a Pedagogy for Critical Viewing
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The social constructedness of the viewing process
The critical viewer needs a knowledge of the ‘social constructedness’ of the viewing
process. According to Halliday (1986, pp. 109-10), a critical viewer must position the
visual text within a predictable ‘type of situation’ (Halliday’s context of situation). It is
what Bernstein (1986, p. 109), refers to as ‘social context’. A social context is ‘a
constellation of meanings deriving from the semiotic system that constitutes the
culture’, and so when the viewers have social contextual information about a visual text,
they will be able to predict what the visual is going to mean, from that information
derived from their own social and cultural experience. That is, they will have clues
about the social activity in the visual, its role relationships, and the likely structure and
organization of its symbolic channel (Bernstein, 1986, p. 110). For instance, if a viewer
views a newspaper picture of' an entrepreneur, the ‘social context’ immediately includes
the details of the likely meanings the photographer intended as well as the sociopolitical role newspapers have in society. The specification of a high attitudinal angle
for the entrepreneur by the photographer derives certain meanings of power from the
culture that are typically associated with a figure constructed in such a manner. When
critical viewers have that kind of knowledge about the ‘social constructedness’ of the
viewing process, they are more likely to understand the potential of the visual texts both
semiotically and ideologically. Viewers will also realise that while the illustrator has to
make certain choices from the social context, as viewers they too make certain choices
from their own social contexts as well as their perception of the illustrator’s social
contexts. Viewers’ social contexts include their own world knowledge, values and
beliefs, as well as their social experience and textual history.
Semiotic constituents of visual texts
If viewers are to be effective critical viewers, they need to realise that visual texts have
constituents of semiotic value before they can have a metalanguage for talking about
visual texts. This kind of semiotic understanding was intimated by Buckingham (1993
and 1994, cited in Hancock and Simpson, 1997b, p.3). He stated that students often
show implicit, sophisticated understandings of the techniques used by the media, but
cannot articulate these understandings. In this study, the teachers and students not only
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developed an awareness that visual texts are made up of constituent parts which interact
and inter-relate semiotically, but they also developed a language for identifying the
constituent features and their interactions. This semiotic awareness and knowledge of a
visual language allowed them to delve into the power relationships and textual
meanings embedded within the visual images.
Interactions with written texts
As visual texts are often accompanied by written texts, viewers also need to know that
visual and written texts interact, interconnect and react through their differing semiotic
systems in order to create meaning for the viewer. Through viewing experiences they
may learn that visual texts can enhance, elaborate, or negate the meanings of the written
text, or vice versa.
While there is a scarcity of studies that reveal any grammatical link between visual and
written texts, Astorga (1999) discusses the merits of making connections between the
written actions, behaviours and thoughts on the one hand, and their visual
representations on the other. By providing a metalanguage for viewing, the teachers and
students in this study were able to make some of these visual written connections more
explicit (see Appendix U for author’s ideas on visual written connections).
Summary
This study has demonstrated that it was vital for teachers and students to develop a
knowledge about visual texts if they were to begin to fully understand the meanings and
messages of these texts. A knowledge about visual texts is not complete without a
knowledge about visual language.
Knowledge about visual language

A language to identify constituents
Knowledge about visual language was found to be critical to understanding, discussing
and using visual texts. Teachers and students alike emphasised the importance of the
language and that without it viewing visual images would have been a more difficult
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task. The effect of the language on critical viewing in this study may be seen
dimensionally in Appendix S.
It was found that it is important for critical viewers to possess a knowledge about a
visual language which allows for the identification of the semiotic constituents of a
visual image. By referring to these grammatical structures by name, the critical viewer
is able to discuss the interaction between the different visual elements and how they
relate to the viewer in the construction of meaning.
Hancock and Simpson (1997b, p. 17) stress the importance of teachers knowing about
the structures, features or strategies involved in teaching students how to critically view
visual texts. A number of teachers in their study expressed feelings of inadequacy in
teaching the structures and features of visual texts and their need to learn about the
language of viewing (1997a, p. 24). This study, in this thesis, meets this particular need.
The study shows that having a visual language assists the viewer in the:
•

construction of the ‘ideational’ world as projected by the image;

•

setting up and maintenance of ‘interpersonal relationships’ with the
participating characters, and between the different characters in the visual; and

•

explanation of how ‘textual meanings’ are constructed in terms of coherence,
structure and emphasis (see Halliday, 1994, p. 179).

Explication of visual content
Knowing a language for viewing firstly assists the critical viewer in being able to talk
about or explicate the content or meanings of the visual image on much the same level
as literal comprehension applies to the written mode. The language of the framework
provides teachers and students with an ample number of terms to tell how a visual
image projects specific ideas and meanings, as well as the interpersonal relationships
that are constructed.
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Correspondence with critical analysis
As the study proceeded, it became apparent that language for critical viewing must be
matched with higher-order thinking. There needs to be a ‘correspondence with a critical
analysis’, so that the visual terms will enable the critical viewer to ‘see’ the messages
being offered by the image/illustrator. The language will assist the viewer in detecting
certain values, cultural messages and ideologies in the image. It will help explain how
and why the viewer or the subjects of the image are being marginalized, or positioned
apart from what is accepted and regarded as normal. Some other researchers also see the
need to match their detailed analysis with critical analysis. Collier (2001, p. 58),
Hancock and Simpson (1997b, pp. 16-17) and van Leeuwen (2001, p. 94) stress the
need to go beyond visual analysis to construct the values and meanings through what is
represented. This study has been able to develop this connection between visual analysis
and critical meaning with middle years students.
Semiotic interdependence - congruence of terms
This study revealed that critical viewers must know that the terms they use are often
‘semiotically interdependent’. Some visual structures seem to naturally work together in
the construction of visual meaning. Viewers must identify how the semiotic constituents
of the visual text interrelate in the process of constructing meaning. When teachers and
students recognise the interdependence of visual grammatical terms, their viewing
produces richer meanings and their analyses will be better substantiated both visually
and grammatically. This interdependence of visual terms was labelled as the
‘congruence of terms’ by one particular teacher and her students. This same connection
was noticed by Parker (1997) in her case study in which her Year 6 students integrated
aspects of visual texts to convey certain images and impressions. However, in the
present study, the use of a metalanguage was more extensive, giving more scope for the
interdependency and congruence of terms.
Critical viewers must realise that the terms are choices that are available to them as a
starting point, or a ‘way in’ for viewing the image. The resources from the ‘textual
metafunction’ are a useful way to initiate the critical analysis of visual images. For
example, viewers may begin analysing a visual image using textual resources such as
centrality, position, left hand/right hand orientation, direction and frame.
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Organising the semiotic constituents of a picture facilitates a viewer’s construction of
the messages and ideologies of the visual. This construction draws on other resources
from the visual framework in the Ideational and Interpersonal metafunctions as shown
in Table 8 (pp. 201-3). As viewers organise the semiotic constituents within a visual
text (textual ideas), the resources used to create visual ideas (ideational meanings) and
set up interpersonal relationships (interpersonal meanings) may emerge simultaneously
in the viewer’s mind.
Cultural motivation
Semiotically, each term from the framework may be thought of as a sign, and every sign
is ‘culturally motivated’. For instance, in the western culture, the sign of something or
somebody moving in the left-right direction is laden with the concept of positive
progress. However, the right-left direction is often associated with ideas that are against
what is considered normal or ‘going with the flow’. In Eastern cultures, the right-left
direction may depict the idea of progress. So the semiotic resource of direction is laden
with constructs from different cultures. Jewitt and Oyama (2001, p. 154) make similar
observations. Similar comments could be made about the semiotic resources such as
colour, gaze and framing.
Visual and written interaction
Critical viewers need to understand that there is an intricate relationship and interaction
between visual texts and the written texts that may accompany them. As previously
mentioned (Unsworth, 2001), a knowledge of the grammar of the visual and written
modes of meaning-making supports the viewer in inferring connections between them.
For instance, in this study it has been revealed that framing or left/right orientation seem
to connect with thematic emphases in the written text; while attitudinal angles seem to
correlate with the attitudinal lexis and modality in the written text.
Summary
This study has demonstrated that it is crucial for teachers and students to develop a
knowledge about visual language. This knowledge includes a metalanguage for visually
analysing images and constructing their meanings and messages. A knowledge about
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visual language is closely connected with a viewer’s knowledge about viewing
critically.
Knowledge about viewing critically
This study reveals that knowledge about the process of critical viewing is needed by the
viewer. This knowledge may be broken down as follows.
Prior knowledge and textual history
Viewers bring their prior knowledge and world experiences to the text which involves
being familiar with the culture of the text. Rosenblatt (1978, pp. 10-12) stresses the
involvement of world knowledge and experience in the construction of meaning in
reading. This study has found that the viewing process also encompasses the impact of
viewers’ world knowledge and experience.
The viewer’s textual history refers to the texts the viewer has read and viewed which
tend to colour the viewer’s interpretation of the text in question. For instance, in
Window (1992) viewers may be familiar with other books by Jeannie Baker, her
messages, her style of illustration and the materials she uses. The picture book, The
Rabbits (Marsden, 1998), calls for knowledge of other texts concerning the ‘White
Australia Policy’ and the stolen generation.
Visual metalanguage
A visual metalanguage is needed by all critical viewers. Viewers need a language that
describes the semiotic processes of the viewer, the image and the illustrator in the
construction of meaning. The need for a metalanguage for constructing meaning from
visual and other text forms has been stressed by members of the ‘New London Group’
(2000, cited in Unsworth, 2001, p. 262) as well as other researchers in the field such as
Kress and van Leeuwen (1996), O’Toole (1994), van Leeuwen (2001) and as recently as
Meiers (2004, pp. 56 & 57). A new and comprehensive metalanguage to support critical
viewing was trialled successfully in this study.
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Intertextuality
Intertextuality supports viewers by accessing other texts to construct their meanings
(Frei, 1999, p. 390; Unsworth, 2001, pp. 9, 171-2). These texts' meanings are either
implicit or explicit in the text itself. For instance, in The Rabbits there are many
references to other texts within the images themselves. Page one has references to the
semiotic texts of the Union Jack and the British naval regalia signifying the arrival of
the English, while the Aboriginal presence points to a paradigm of different texts
signifying racism and inequality. Like Harris and Trezise (1999, p. 372) and Harris,
Trezise and Winser (2002, pp. 9-54), this study exemplifies the role of intertextuality in
the construction of meaning with data that indicates reference to other texts in this
construction.
Connection between visual analysis and the message
Visual analysis must be connected with the message of the image. Having a
metalanguage merely for the sake of having a terminology for viewing is meaningless.
A language without a connection to the meaning and message of a visual image
produces little more than a deconstruction of the picture. A language for viewing must
not only serve the purpose of analysis, but also establish how the viewer may be
positioned by the illustrator and help the viewer to construct the values and ideologies
portrayed in the visual. Similarly, Iedema (2001) found that the language of social
semiotics must be a tool for helping the viewer respond to the messages and ideological
positions of the visual, to see what is left out or what is taken as ‘granted’. This study
has made these connections with language wider than the field of semiotics.
Initial viewing – textual metafunction
When a critical viewer first negotiates a visual image, there needs to be a ‘way in’ for
analysing the text. A visual image may be entered by using resources from the textual
metafunction. Viewers find that once they have deconstructed an image according to
direction, centrality, frame, left-hand/right-hand orientation or position, they seem to
have finished viewing the structural aspects of the image. Viewers are then in a position
to begin considering what meanings may be constructed using other visual resources
such as colour, shape, attitudinal angle, etc. It is then that they are able to consider what
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interpersonal relationships or ideas may be constructed through the image.
Alternatively, viewers may find that the initial textual metafunctional analysis of the
image alone is appropriate for the construction of ideas and messages.
Signification
Successful critical viewers are aware of the impact of their personal beliefs, values and
world experience. As Barthes (1973, cited in Griffith, 1987, p. 44) argued, all signifiers
in a text belong to everybody (Selden & Widdowson, 1993, p. 132). The visual
grammatical resources that viewers use semiotically operate as signs. Their
signification is accomplished through the juxtaposition of the viewer’s values, beliefs
and intentions, those of the illustrator, and the generally accepted cultural
manifestations of the signs.
Sustained intensive analysis and automaticity
Sustained intensive analysis helps the students to maintain their interest, ask questions
or share their findings. By keeping the analysis intensive the students become automatic
in making connections between their visual language and textual messages. Sustained
intensive viewing helps them to become more focused in their responses to visual
meanings.
Choice of books
Choosing books that are appropriate is important for critical viewing so that there are
connections between the content of the picture book, the teaching theme or unit, and the
visual language the teacher wishes to explore. If teachers do not make these connections
the purpose of viewing and the effective use of a visual metalanguage may be lost.
Summary
Critical viewers require certain knowledges about the nature of visual texts and about
visual language in order to view texts critically. Viewers must also know about what is
involved in critical viewing and the best way to acquire this knowledge is through
interaction with a ‘significant other viewer’. The ‘significant other viewer’ is usually a
teacher.
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Experiential Conditions
The experiential conditions necessary for effective critical viewing involve constructing
the above ideational knowledges through certain experiences with a ‘significant other’
viewer who facilitates ‘critical viewing experiences’ for the students. These two
experiential conditions and the ideational conditions are interdependent and interactive
resulting in the third set of conditions, the ‘viewing conditions’, or what it means to
become an effective critical viewer. In reality classroom practice in this study did not
distinguish between ideational and experiential conditions. These two sets of conditions
combined with ‘viewing conditions’ to form a ‘whole’ which is both homogenous and
seamless - ‘a pedagogy for critical viewing’.
Constructing ideational knowledge through a ‘significant other’ viewer
Critical viewers need a ‘a significant viewer’ whose role it is to model how to critically
view visual texts, and provide the guidance and support needed when learning the
viewing process. Teachers are in the position to be that significant other viewer, but few
teachers have had the opportunity to become that significant other because of a lack of
training in the structures and features of visual images and the strategies involved in
critical viewing (Hancock & Simpson, 1997b; Unsworth, 2001; van Leeuwen & Jewitt,
2001). In this study, the inservice training of teachers in the structures and features of
visual texts, and the classroom support, provided opportunities for the teachers to
become that ‘significant other viewer’ for their students.
‘Significant other viewers’ manifest the following traits:
•

Significant other viewers are expert critical viewers. It is obvious to the novice
viewer that the significant viewer knows how to critically view texts and knows
the language for viewing.

•

Significant other viewers are familiar with the visual texts they are teaching.
They usually analyse the text beforehand, considering the main messages, visual
language, and viewer response.
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•

Significant other viewers are discriminatory in their choice of language for
viewing. They choose grammatical terms that relate best to the visual images
they are using. Figure 29 (p. 323) is a list of the terms from the framework as
used by the two Stage 3 classes reported in this study. This list serves as a
suggested framework for Years 5 and 6 students, but is not definitive. Generally
speaking, it was found that the framework provided in this study could be
aligned to Stages 3 and 4 of the current syllabuses.

•

Significant other viewers suggest the grammatical features and possible
meanings for the students to consider.

•

Significant other viewers value and encourage the student viewer’s own
language and attempts at viewing. Sometimes the student may use language for
visual analysis which is just as valid as the terms provided by the teacher.
Through the teacher’s acceptance of their terms the students come to realise that
they are critical viewers in their own right. However, viewers’ freedom to use
their own terms must not be at the expense of developing a shared visual
metalanguage which seemed to be the case in the studies cited by Frei (1999, p.
392) and Hancock and Simpson (1997a, p. 27).

•

Significant other viewers seize on the unexpected analysis that diverts from what
is planned. It may lead to more interesting pathways in critical analysis. Whitin
and Whitin (1998, p. 128) discuss valuing the unexpected and examining
surprise during textual analyses. In this study, innovation by the student viewers
gave them ownership of the viewing process and a vested interest in the use of
the language.

•

Significant other viewers are enthusiastic about viewing and the texts they view.
Their enthusiasm captures the interest of the viewers, encouraging them to
express their own viewpoints. Students gain satisfaction, even excitement, as
they make connections between their visual language and the messages.
Significant other viewers also have a ‘commitment’ to the worth of critical
viewing in responding to the socio-cultural values and ideologies of visual texts.

•

Significant other viewers provide guidance and support during the viewing
process. This guidance may involve asking appropriate questions that link visual
terminology with critical thinking and personal response.
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Visual Language
of Year 5/6 Classes
Ideational
ac

Interpersonal
size, proportion,
smaller, large,
contrast

g
sep
no

dir
di
th

lead

sh

Textual

Semiotics

salience
centre of interest
art

symbols
similes
metonym
social literacy:
interpretation, response,
attitudes, values,
lifestyle, purpose
cen
connection: vis./written
frame
message,signification
practices valued,
vertical, horizontal
whose opinion or intere
dome, cropping
oppositional reading
ideal/real
approve or disapprove,
LHS RHS
positioning themselves,
Given/New information
how effective? how they
rel
change in attitude
conn

so
cen
L

written text
f
perspective
three dimensional
frontal, polar

loo

bod
fac

co

cr
fir

Theme, New,
first thing in the sente
noun groups
attitudinal language
action verbs
modal verbs
phrases telling
where, when, why
words that describe
similes, hyperbole
technical language
Given/New connectio

Figure 29: Terms Used by Year 5/6 Classes and Their Teachers
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•

Significant other viewers encourage multiple vocality. They encourage
interpretations and analyses other than the ‘mainstream’ viewing of a text. These
interpretations need to be teased out and analysed as alternative voices.

•

Significant other viewers model the use of visual terminology and how to view
texts critically. This could mean pictures being strategically matched to visual
terms, and/or critically viewing a particular page for the students, and/or
analysing a model response to a visual image.

•

Significant other viewers reflect regularly by asking questions like, ‘What
meanings did they construct from this visual image? How is the visual language
connected to the construction of meaning in the text? What metalanguage are the
students using?’ Reflective diaries can help them work through difficulties and
issues that might arise. Significant other viewers plan collaboratively which
helps the reflective process, and provides all the benefits of mentoring.

Summary
Significant other viewers are there for their students as a model viewer, expert adviser
and one who can facilitate the acquisition of knowledge through critical viewing
experiences.
The construction of ideational knowledge through critical viewing experiences
Knowledge through critical viewing experiences is constructed through the learnerviewer’s vicarious experience with models and scaffolded learning in viewing. In this
study, previous research in the conditions and practices of learning and the curriculum
model (Callaghan et al., 1993; Cambourne, 1988, p. 47; Hammond, 2001, p. 28; Smith,
1981; Unsworth, 2001, pp. 183-219; Bruner, 1978, cited in Unsworth, 1993, p. 99)
relates to the context of critical viewing in the following manner. The critical viewing
experiences that facilitate the construction of the ideational knowledges in critical
viewing are ‘modelled viewing’, ‘guided viewing’ and ‘independent viewing’.
Modelled viewing
Modelled viewing involves the ‘significant other viewer’, who is usually a teacher,
modelling viewing experiences such as:
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•

how to use the terminology from the framework;

•

how visual/written connections are achieved in the construction of visual
meaning;

•

how to write a written response to a visual image. This may include providing a
model response and analysing its purpose, structure and grammatical features.
Further support and modelling may be provided with a viewing response
scaffold that guides the students through the critical viewing process, stage by
stage, asking critical questions, and suggesting appropriate visual terminology;

•

how the background of the illustrator/author might influence one’s critical
analysis;

•

how the author’s/illustrator’s point of view is constructed through the critical
analysis of the image;

•

how to ask the kind of questions that need to be asked as the viewer
‘interrogates’ the image;

•

how to ‘enter’ into the picture and the viewing process using a metalanguage
for talking about pictures, world knowledge, values and ideologies of the
illustrator and the viewer;

•

how to share with students critical analyses to model for each other alternative
viewings and elaborations to each other’s viewing; and

•

how to view ‘like an illustrator’ so that the student can take on the role of the
illustrator and reconstruct the image in terms of its structure and meaning.

Guided viewing
Guided viewing occurs where the ‘significant other’ viewer facilitates critical viewing
through the provision and organisation of resources, scaffolds, joint construction and
collaboration. This can be done in the following ways:
•

The teacher and students support each other in a joint construction of the text.
The students and the teacher alternate in their contributions towards a common
understanding of the visual image using visual language. The process involves
collaborative discussion and problem solving and is what some term as
scaffolding which takes place within the zone of proximal development (e.g.,
Cambourne, 1988; Hammond, 2001, p. 7-13; Unsworth, 2001, pp. 20;
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Vygotsky, 1978, p. 86). In this study it applies to teachers and students sharing
and co-constructing visual meanings, alternative perspectives and new cultural
understandings about the world.
•

Viewers ask each other questions, pool their ideas, and come up with novel
viewings of a text.

•

In groups, viewers participate in clarifying and ‘talking through’ their critical
viewing using visual language.

•

Group work providing the students with the kind of support discussed above in
using the language of viewing for critically viewing a visual text.

•

Scaffolding which guides viewing guides viewers using generic stages, critical
questions and suggested visual terminology. Parker (1997) uses such scaffolds
for the analysis of television advertisements but with less metalanguage than in
this study.

•

Charts of visual terms which provide student viewers with a ready reference
during their critical viewing sessions.

•

Encouraging multiple viewpoints among viewers. This is also recognised by
Frei (1999) as establishing a sense of validity among viewers.

•

Guiding viewers into focusing on the meaning and message of the visual
image. The viewer needs to combine the use of the metalanguage with critical
questions like, ‘How is the main message being projected in this visual?’,
‘How are the characters positioned or marginalised in the picture?’,
‘What makes you think this?’, ‘How are you positioned to respond to the
picture?’ and ‘What visual features make you think this way?’

Independent viewing
Modelled and guided viewing scaffolds the students in their journey towards
independent viewing. The guidance of the collaborative group and the ‘significant other
viewer’ play a major supportive role along the way. It is through these kinds of
experiences that viewers are able to critically view visual texts effectively and
independently. Provided all the other ideational and experiential conditions are in place,
independent viewers experience certain effects or consequences. These consequences
for independent viewing are conceptualised as three ‘consequential knowledges’ that
characterise critical viewers.
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Viewing conditions
As a consequence of the ideational and experiential conditions, the students become
independent viewers within a community of viewers. As such, the students possess
certain characteristic knowledges that typify the practice of critical viewing.
A viewing metalanguage
Teachers and students find that their knowledge of visual language is a useful tool for
visual analysis, and helps them to unpack social and cultural meanings. Teachers may
find that the three metafunctions in the framework are useful for planning lessons but
may find it difficult to balance the use of the metafunctional terms such as ‘ideational’,
‘interpersonal’ and ‘textual’ with the visual terminology from the framework and the
language associated with critical literacy. This is not forgetting the language that is
associated with the response genre. Although the ‘balancing act’ is difficult, with
practice and experience, it may be advantageous for the students to use the tripartite
metafunctions as organisers during their critical viewing.
As students acquire the ideational knowledges in association with the experiential
conditions for critical viewing, they gain in confidence, enjoyment and freedom in
using their metalanguage. Students exhibit these characteristics especially
when they actively engage in collaborative viewing using a viewing metalanguage.
This is also the case when students feel safe in the knowledge that their own language
and viewing approximations are accepted and encouraged by their teacher.
The practices of the reader
The ‘practices of the reader’ may be applied to the broader definitions of texts which in
this study includes the visual. This pedagogical approach to reading and writing is
otherwise known as the ‘four-resources model of the reader’ as described by Luke and
Freebody (1999), Harris, Turbill, Fitzsimmons & McKenzie (2001) and Nixon (2003).
Critical viewers decode the visual structures of an image to create meaning and also
participate in the viewing process through the analysis of an image using visual
language. These practices of the text decoder and text participant apply to reading of
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written texts as well as visual texts. Text user practices entail knowing how to analyse
what a particular text is for and knowing how to use it (Freebody, 1992; Gehling,
2000). In this study, the texts were ‘used’ for reading, viewing and constructing a
personal response.
Critical viewers display knowledge of a more ‘sophisticated analysis’ as they activate
text analyst practices. Text analysts analyse the cultural background of the text and how
that impacts upon the meanings constructed. Text analysts understand that the beliefs
and assumptions behind the text impact upon the meanings and messages available to
them. They also understand that such messages could position them as readers or
viewers (e.g., the colonialist viewpoints in The Rabbits by Marsden & Tan, 1998 in
Case Study Anne). From critically viewing a picture, viewers may explore, ‘Whose
interests are being served?’ or ‘Whose opinions have been left out?’ (e.g., the opinions
of the oil drillers and the fishermen regarding the future of the Great Barrier Reef in
One Less Fish by Toft and Sheather, 1997 in Case Study Winston) (Freebody, 1992;
Harris et al., 2001; Gehling, 2000).
Successful readers and viewers orchestrate these practices according to the nature and
purpose of the particular reading or viewing. No single set of practices is sufficient in
itself. For instance text analyst practices also require the operation of text decoder and
text participant practices (Luke and Freebody, 1997).
Critical viewers construct for themselves the conditional knowledges that make up ‘the
pedagogy for critical viewing’. Viewers who critically analyse images are visually
informed with a metalanguage, and are able to construct personal responses to visual
messages, or consider alternative points of view. In the Hancock and Simpson study
(1997b, pp. 17-18) this kind of critical viewing was desirable but rarely seen. As found
in this study however, critical connections are made through the language of viewing
using critical questioning that enables the viewer to operate as a text analyst.
Collaborative viewing
Viewers in a collaborative viewing community know how to operate within a
supportive social network in which they test out ideas and use the language of
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viewing. In this community, viewers give and take mutual guidance from other learners,
and enjoy the freedom and satisfaction of expressing their own individual responses to
visual images. This kind of knowledge in critical viewing brings joy and confidence to
the learner, and great satisfaction to the teacher.
Students in the middle years are at a critical stage of their school careers as they form
their adult personalities, basic values and attitudes (Lounsbury, 2000, cited in
“Department of Education, Employment and Training Victoria.”, 2000, p. 3; Hancock
and Simpson, 1997b, p.15). Whilst they can be sensitive, vulnerable and emotional, the
supportive structure of the ‘collaborative viewing community’ facilitates effective
critical viewing and meets early adolescent students’ needs, desires, and aspirations
through the critical analysis of contemporary visual images.
Within a community of critical viewers, individual members develop a level of visual
understanding that enables them to critically analyse visual images. A viewer’s level of
understanding is commensurate with his/her mastery of a visual metalanguage and
ability to interact with and even scaffold other viewers. Working together, viewers
are able to make critical connections between the language of viewing and the sociocultural meanings of the text, and are able to jointly construct responses and/or
alternative points of view.

What are the Implications for Inservice Providers, Researchers,
Teachers and Classroom Practice?
If this study were to be replicated in another context, the teachers and students would
need to be willing participants in a change process that facilitates the development of ‘a
pedagogy for critical viewing’. The teachers would need to:
• recognise the need for a visual metalanguage for critical viewing;
• undergo specific training in the use of a framework of visual language for
critically viewing visual images;
• become participant learners in understanding ‘the pedagogy for critical
viewing’;
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• receive in-class guidance, modelling and support from one who has
expertise in critical viewing; and
• enact the ‘significant other’ expert viewer role with their students.
In such a replication, a pedagogy for critical viewing would emerge from the
application of a framework of visual language. There may be different emphases
within the ideational, experiential and consequent viewing conditions, but this study
suggests that knowledges and experiences would be essentially the same as those
knowledges and experiences that contributed to the pedagogy of critical viewing in the
grounded theory.
The design of the theory in this study offers ‘inservice providers’ a framework within
which they could construct the training and development of ‘inservice’ and ‘preservice’ teachers. Teachers could take from it a viewing metalanguage and
knowledges and experiences to use with their students once they take on the role of
‘significant other viewer’.
The framework of visual language used in this study could be applied further in other
classroom contexts. The framework would undergo further refinement and adjustment
according to local school contexts. This study has shown that the present framework as
it stands, is suitable for Stage 4 students. The challenge remains for future Stage 4
classes to apply the framework amending and adapting it even further according their
teaching and learning contexts. A briefer and simpler version such as in Table 10 (p.
223) and Figure 29 (p. 323) could be deployed further in 5/6 classrooms, tailoring it to
suit the needs of individual classes. Any changes need to be considered in light of the
functional design and terminology of the present framework.
Teachers who teach critical viewing know about the power of a visual metalanguage in
unlocking the meanings and ideological messages of visual texts. One of the most
compelling features of the visual metalanguage used in this study is that the
terminology of the framework can be connected with critical literacy approaches. This
match of the metalanguage with critical literacy was discussed as an important
component of ‘The framework of Visual Language’ in the beginning of Chapter 4 (pp.
194-9) and it featured in the pedagogical implications of the different frameworks
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of visual language as expounded in the Literature Review. The best way to achieve this
match is through the questions the teachers and students need to ask. In the Literature
Review, it was shown that questioning was one of the main strategies used by many
writers to analyse how meaning is generated at social, ideological and political levels. A
few writers such as Anstey (1997), Johnson (1999) and Pitt (1995) argue that the
questions students and teachers need to ask should begin to help them to understand
how the language choices of the text (the structures and features) contribute to the
construction of meaning and portrayal of particular social groups. As shown in the
‘pedagogy for critical viewing’, the kinds questions are important for using the visual
language to construct a critical viewing of a visual text. This was explained under the
categories of ‘A significant other viewer’ and ‘Guided viewing’.
Critical questions that are used to link the language of viewing with critical analysis
help elicit the values, ideologies and power relationships embedded in visual texts.
There are, however, two variables that influence how questions are asked. The questions
vary according to the metafunction(s) the viewer is using, and the generic stage to
which the viewer is responding. Figure 30 (p. 332) provides sample response questions
for critical viewing which are metafunctional in character. They are designed to be
linked with suggested terms from the visual language framework in order to elicit
critical thinking in viewing images.
In conclusion, ‘a pedagogy for critical viewing’ is the major construct from this study. It
is important to realise that this was not achieved by any one individual in the study.
Every participant’s role impacted upon the outcome of each phase. In a similar study,
teachers and students would also come to the realisation that the knowledges and
viewing experiences they construct as their pedagogy in critical viewing are the
constructs of a collaborative viewing community.
The challenge now remains to transfer and apply this pedagogy as a theoretical model
for investigating the critical viewing of other multi-media texts and/or technoliteracies,
with the express purpose of constructing similar grounded theories. Such a study would
be just as challenging, fulfilling and enjoyable as this one has been.
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Response Questions for Critical Viewing
Stage

Ideational

Interpersonal

Textual

Context

What do we know about Who is the message directed
Explain how things are
the characters? the place?to? How do you know? What is the rel'p bet. th
the time? How? action gaze, attitudinal angle, parts? relative position,
verbs, adverbials, adjectivals
centrality, reading paths back'd, shape, centrali

Synopsis
Message

What message do you
see in the actions?
do-er, done-to,
vectors, speaking verbs

Description

Describe the people/objects
How are relationships setWhat
up? meanings are sho
in the picture. What is How are emotions and feelings
line, shape, direct'n and
happening? adjectivals, portrayed? colour saturation,
Who/what is salient? H
meronyms, symbols
social distance, perspective
col. differentiation, hor

Judgement
Opinion

What values and ideas In your opinion, how hasWhat impact has this te
are being presented here?the illustrator constructedontheyou the viewer? Wh
What is your response characters? Would you construct
opinion of the text's stru
to the message?
an alternative position? How?
What vis. resources we

Whose point of view is Who/what is in Given p
put forward here? WhoseNew position? What m
opinion is misrepresenteddoes this portray? What
or left out? colour hue, gaze
Cropping, framing

Figure 30: Response Questions for Critical Viewing
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Appendix A Theoretical underpinnings and explanation of
Hallidayan functional linguistics

Theoretical Underpinnings
Postmodernism
Postmodernism is a mind set of the new times culture where no person or text is
regarded as embodying absolute truth. Since the work and philosophies of the French
philosopher and semiotician Ronald Barthes (1977, pp. 142-148) this kind of thinking
has gradually emerged. He has been influential in steering much of western thought
towards what Lincoln and Denzin (1998) describes as the postmodern era.
The postmodern era is defined, in part, by the belief that there is no single
umbrella in the history of the world that might incorporate and represent fairly
the dreams, aspirations, and experiences of all peoples (Lincoln and Denzin
1998, p. 418).

Certain themes seem to epitomise the key concerns of postmodernism. They have
influenced the design and implementation of this study. They are:
•

Postmodernists believe that all knowledge is of equal worth, or truth value.
McCallum (1996, p. 90) suggests that what knowledge should be utilized or
taught is not a matter of objective evidence, but a matter of power. That is, in
whose interests the knowledge has been constructed and for what purpose.
Who’s interests are being acknowledged in the visual image will be important in
this study.

•

In written and visual texts there are unexpected and unintended meanings from
other texts (intertextuality) and interpretation is pluralistic so that there is no
single reading or viewing for a text (Griffith, 1987, p.p. 42-45; Barthes 1981
cited in Lodge, 1993, pp. 166-171; Selden, 1993, p. 8; Bruner, 1993, p. 1 cited
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in Lincoln and Denzin, 1998, p.p. 409-410). McCallum (1996), Luke (2000a),
Wolcott (1996), Stephens, (1998), Comber (1997) and Literate Futures (2000)
stress that knowledge readers and viewers gain from texts is embedded in a
variety of social, cultural and institutional contexts.
•

Readers and viewers actively produce meaning through rewriting the text so that
there is no central meaning to be discovered. Semiotically speaking, all
signifiers in a text belong to everybody (Barthes 1973, in Griffiths, 1987, p. 44).

•

What really appears as a picture book resides within the mind of the viewer and
is a construct of socio-cultural and political forces. Postmodern educators
believe that a sense of reality is constructed in the mind of the person
constructing meaning. Such meaning will not be regarded as the delivery of
“facts”, but will rather be the result of political, economic and cultural activities,
discourses and compromises (Anstey, 1997; Wolcott 1996, pp. 77-79;
McCallum 1996, pp. 89-92).

•

Picture books give teachers and students opportunities for successive
experiences in critical viewing and critical analysis (Anstey and Bull, 1996, p.
206; Stephens, 1992, p. 164). Agreements and contradictions may be between
written and visual text in order to create new meanings. The juxtaposing of
visual and written texts, may show differently constructed discourses (Stephen's
1998, pp. 164-166, Anstey and Bull, 1996, p. 206 and Stephens, 1992, p. 164).

•

Reading picture books is as much a social practice as reading any other text in
society. Students need to be given experiences with reading and viewing picture
books to allow them opportunities to interrogate these texts and critically reflect
upon their messages. There are many picture books which can be judged as
postmodern because of their characteristic structure. Postmodern picture books
tend to break many of the established rules concerning character, language and
illustrations. Maurice Sendak, Anthony Browne and John Birmingham are three
such authors. Many of their books challenge social values and myths, and there
is a subtle interplay between the grammatical resources of the visual as well as
the written texts. There are multilevels of interpretation, as well as layers of
multicultural and intertextual meanings for the reader/viewer to construct and
respond to.

3

Structuralism
According to (Johnson 1999), the structuralism theory of literacy depicts the ‘author’ as
the one who deliberately put meaning into the text and was solely responsible for doing
so (Johnson, 1999). When working with visual images, structuralists believe that the
author or illustrator of a text is the operator of the text, and so the reader/viewer has
very little in the role of constructing meaning. With postmodernism, both the
reader/illustrator is operator of the text making it possible to analyse, interpret and
construct meaning on any number of levels. Structuralism seems to be the starting
position for visual analysis because texts must first be analysed and pulled apart to work
out what constituents are there as potential constructors of meaning. Although
Structuralism and Post-structuralism differ in their theoretical perspectives, both share
similar starting points, that of textual analysis (Seldon 1989 and Griffith 1987).
Structuralists believe that by visual analysing they have the ability to explain how
certain visual images came to carry particular meanings (Manning and Cullum-Swan,
1998, p. 254 in Denzin and Lincoln, 1998; Lincoln, 1998; Misson, 1998; Griffith, 1987;
Seldon, 1989). For instance in film, meaning may be extrapolated through analysing
things like camera, lighting, editing, sound, acting etc. With artworks and visual texts,
structuralists deconstruct and explore the artwork, its context, and locate the viewer in
relation to the painting (Rothery and Veel, 1994). In this study, it could be said that we
will be using structuralism in the analysis, deconstruction and description of our visual
images. However, we are using post-structuralism and postmodernism in our work as
text analysts and critical viewers, showing how viewers may be positioned into
accepting certain values and ideologies without critiquing and questioning them.

Post-structuralism
This study acknowledges certain aspects of post-structuralism that characterise the
investigation of the implementation of a visual language. They are:
•

Post-structuralism is a reaction to the certitude, stability and objectivity of
structuralism and modernity (Mission, 1998; Manning and Cullum-Swan, 1998,
p. 254 in Denzin and Lincoln, 1998; Healy, 1998).
4

•

Post-structuralism does not explain how things come to mean, but argues for the
ideological limitations of meaning. This is done by deconstructing the text - a
process by which the ideology of a text can be made to look a natural feature in
the text, privileging a certain viewpoint or social group (Mission, 1998;
Manning and Cullum-Swan, 1998, p. 254 in Denzin and Lincoln 1998). Texts
can be deceptive because of their power and ideology in marginalizing groups of
people through constructs of race, class and gender (Fairclough 1992 in Healy
1998, Gee 1996, Lankshear 1997 pp. 5-6; Misson, 1998; Healy 1998). This is
equally true for visual texts and will be a feature of this study when visual texts
are critically analysed.

•

When a viewer is 'deconstructing' a text, a 'reading' is always a 'misreading'
(Selden, 1993, p. 94; Thwaites et al, 1994; Griffith, 1987), and so the status of
the 'sign' is called into question. This is because of the relentless deferment of
meaning. Each signified (meaning of the sign) becomes yet another signifier
(Selden, 1993, p. 71).

•

In this study post-structuralism can tackle the problem of the truthful
representation of certainty in visual texts, with the knowledge that all texts are
socially, historically and culturally located. Many texts including visual texts,
are potentially deceptive and cannot contain the reality they claim to have
(Healy 1998, Mission 1998 & Lincoln and Denzin 1998, Johnson 1999, Comber
1993 and Morgan, 1997).

•

According to Misson (1998) post-structuralists need to look for contradictions,
bringing back material deliberately left out, exposing unjust characterisations,
until the ideology of the text is illuminated.

George Marcus quoted in Lincoln and Denzin (1998, p. 425) argues that we are already
in the post-post-structuralism, or the post-postmodernism era. It is not clear what this
means or where we are headed. Texts are multi-modal multi-voiced in an era filled with
cultural criticism, when there is never one story or narrative, but many taking all
different textual forms. We are faced with many competing ontologies and
epistemologies. Lincoln and Denzin suggest that as educators and researchers we need
to take stock of where we are, to think where we are going, and to try to imagine a new
future (Lincoln and Denzin, 1998, p. 426). In one small way, this study hopes to shed
5

some light on where we are going with the multi-modal presentation of knowledge, by
furnishing the practitioners of visual literacy, with a semiotic meta-language for the
viewing of visual images.

Constructivism
In this study it is acknowledged that constructivism is the main learning theory
underlying postmodernism, and as such it has been influential in the design of the study.
According to constructivist philosophy, knowledge is invented or constructed in the
minds of the learner. It is not ‘discovered’ as modernists may say. Writers in
constructivist theory, state that knowledge, ideas and language are created by people,
not because they are true, but because they are useful. (McCallum, 1996, pp. 108-112;
Schwandt, 1998, pp. 235-236). Reality is pluralistic because of its variety of language
forms used to express it, and is plastic because it can meet the requirements of human
intensions and purposes (Schwandt, 1998, p. 236; Guba and Lincoln, 1998, p. 212;
Lincoln and Denzin, 1998, pp. 409-412).
Writers in constructivism such as Schwandt (1998, p. 236) and McCallum (1996)
explain that, the things that appear to be natural manifestations of the world (e.g. man,
woman, truth, self), are actually the product of complex discursive practices, which
intimates that the educators in this study are therefore biased facilitators and coconstructors of knowledge. Reality exists, in the minds of those who perceive it
(McCallum 1996, pp. 96-99), or in the minds of the viewers, not so much as a process
of meaning-making in individual viewer’s minds, but of the collective generation of
meaning within social groups (Schwandt, 1998, p. 240). In this study it is hoped that
students and teachers will exercise their power of meaning construction collaboratively
and in groups.

Conclusion
For this study to operate, certain values and theoretical beliefs need to be aired so that
the what underpins the research design, the very teaching of critical viewing and the
analysis of the research data itself, will be known, and to ensure the trustworthiness of
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the results of the study. I have taken from the educational philosophy cited above,
certain ideas that have validity for the study because they have been used to realise and
drive the research process towards construction of a theory for critical viewing.
Postmodernism has taught me to examine visual texts for whose interests the visual
image has been constructed and for what purpose. Visual meanings can often come
from other texts (intertextuality) and visual interpretation is pluralistic so that any one
student may interpret the text correctly. Postmodern picture books construct meaning
through socio-cultural and political forces and provide teachers and students with a
useful resource to explore critical viewing. Students may witness agreements and
contradictions between written and visual texts. Postmodern picture books tend to
challenge social values and social myths, offering viewers layers of multicultural and
intertextual meanings. At first viewers may need to attend to the structural features of
the text, as they deconstruct the visual meanings, but they may wish to critique and
question the values and ideologies contained in those meanings.
Viewers may find that texts can be deceptive when their power and ideology
marginalise groups of people, or that material is deliberately left out. They may become
aware of the multi-modal presentation of knowledge, and that they need a semiotic
meta-language for analysing visual images.
In view of this, constructivists see viewing as something that is socially constructed in
the minds of the viewer, again with pluralistic interpretations, meeting the variable
requirements of human intensions. Meaning is constructed according to discursive
practices and is collectively generated in social groups so that certain manifestations of
the world will appear as “natural.” Viewers need to question what is taken as normal
and search for alternative points of view.
A text in Halliday’s linguistic system requires interaction where meanings are
exchanged (Halliday, 1986, pp. 139-140). It comes from its own immediate context, the
context of situation or the environment of the text, and how it will relate to that situation
will happen through the social system, or the social semiotic. The linguistic system we
use is the expression of the social semiotic, (meaning making within a social context). It
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is organised in three interdependent functions. The ideational, the interpersonal and the
textual components which actualise the semantic system in the form of a text. (Halliday,
1986, p. 141). To have this level of understanding is important because it opens up the
possibility for the transference of the Hallidayan linguistic system to other modes of
communication i.e. the visual.
Halliday has a theoretical construction (the field, tenor and mode) that relates the
situation simultaneously with the text, the linguistic system and the social system. The
context of situation can be described as social action or what’ s going on and has
meaning in the social system, the role structure or the cluster of meaningful participant
relationships, and the symbolic organization or its status, function and role structure,
including the channel and mode. Halliday explains that, “The field determines (is
reflected in) the selection of experiential meanings, the tenor determines (is reflected in)
the selection of interpersonal meanings, and the mode determines (is reflected in) the
selection of textual meanings” (Halliday, 1986, p. 143; Halliday and Hasan, 1997). The
following Table 3 summarizes the relation of the text to the context of situation.
In Language as Social Semiotic: the Social Interpretation of Language and Meaning,
Halliday (1978) goes on to describe the kind of linguistic features within each of the
functional components. The experiential systems are explicated in Halliday’s An
Introduction to Functional grammar Second Edition (1994, pp. 106-109) as clauses
representing experience through processes, participants and circumstances. Processes
come in different varieties - there are material processes in which the Actor enacts the
process achieving a certain Goal. Mental processes are processes of sensing, Relational
processes are processes of being, coming in three main types intensive, circumstantial
and possessive. Verbal processes help distinguish between the Sayer and the Verbiage,
which can be quoted or reported. Other process types are behavioural and existential,
identifying the Behaver and the Existent. Circumstances are the conditions or contexts
in which a certain action or process is enacted. They are manifested in different forms –
extent, location, manner, cause, accompaniment, contingency, role, matter and angle
(Halliday, 1994).
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SITUATION

(realised by)

Feature of the context

TEXT
Functional component of
the semantic system

Field of discourse

Experiential meanings

(what is going on)

(transitivity, naming etc)

Tenor of discourse

Interpersonal meanings

(who are taking part)

(mood, modality, person
etc)

Mode of discourse

Textual meanings

(role assigned to language)

(Theme, information,
cohesive relations)

Table 3 Halliday & Hasan (1997) p. 26.

A knowledge of these linguistic concepts would be beneficial to this study because
visual equivalents will be later sought out to partially fulfil the social semiotic
requirements of the framework of visual language. For instance participants may be
found in visual texts together with qualities that function the same as modifiers e.g.
colour, size, shape etc. Circumstances or adverbials may also manifest themselves
semiotically in the form of visual clues as to place, time, accompaniment etc. These will
be found in the framework used in this study.

Halliday (1994, pp. 179-214) explains grammatical features which work “below the
clause level”. He describes the nominal group and articulates it according to the
function of each constituent part. (e.g. Deictic, Numerative, Epithet, Classifier, Thing,
Post Modifier) This can be quite complex, and yet simple for students. There may be
hypertactic clauses embedded within the noun group of adverbial phrases modifying the
Thing. Then Halliday applies similar grammatical systems to the verbal group and the
adverbial group. The challenge is where and what are the visual equivalents to these
linguistic terms? Are there such things as visual modifiers or adjectives? I believe so as
seen in the framework.
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Above the clause level entails how clauses relate to one another and how they interact.
Halliday calls this the “clause complex” (1994, p. 215). He identifies two main states
within clausal arrangements – that of parataxis and that of hypotaxis. This knowledge of
clausal structure, has been popularised by the NSW Department of Education and
Training Literacy Strategy ELLA and BST documents as independent and dependent
clauses. The function of clauses is further described as elaborating, extending and
enhancing. In their English K-6 Syllabus, the NSWDET seems to have oversimplified
these categories preferring to revert back to the traditional terms of adjectival and
adverbial clauses. Again the challenge is to find visual equivalents in such things as
frame, colour, size and episode.
A distinguishing feature of the linguistic model used by Halliday (1994, pp. 369-391)
and as explained by Eggins (1994, pp. 310-332), is that it sets up a ‘realisational’
relationship extending all the way from the most abstract levels of social and cultural
context through to the clause complex to the very concrete words, structures, sounds
and graphology. Halliday (1994, p. xv) addresses the hierarchical structure of the
sentence patterns, speaking of above, at and below clause levels. This again is important
for a visual grammar as this hierarchy is also reflected in visual texts. This structure of
sentence/clause/group will be explained as a visual hierarchy in the framework itself.
The interpersonal systems of meaning relate to the systems such as mood, modality and
person. They are determined by the role relationships in the situation. These are
overshadowed by roles created in and through language, the discourse roles of the
questioner, informer, responder, doubter, contradicter etc (Halliday, 1994, pp. 68-99;
Halliday, 1985, pp. 33-34; Eggins, 1996, pp. 146-192). Again visual equivalents seem
to relate to mood as well as modality.
The textual systems of meaning entail the selection of options including theme,
information and voice, the selection of cohesive patterns, reference, substitution and
ellipsis, and conjunction as well as the kind of text assigned by the total situation,
whether it will be in written mode, spoken or some combination of the many
subvarieties possible. This all impinges on the genre the text will relate to. In his
treatment of the grammar “around the clause”, Halliday utilises resources belonging to
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the Textual Metafunction. The creation of texture is achieved within a text through the
structure of Theme and Rheme, Given and New and cohesion (Halliday, 1985, pp. 3437; Halliday, 1994: pp. 37-40).
The above exposition of the Hallidayan functional linguistic approach to grammar has
been included, because of the importance of this tripartite system of a functional
approach to language and literacy, to most systems of textual analysis. Many writers
and researchers such as Knapp and Watkins (1994); Painter (1991); Walker (1996);
Collerson (1997 & 1994); Derewianka (1997), Butt, Fahey, Spinks and Yallop (1995),
Eggins (1994) & Unsworth (1998, 1999 & 2000) have used Hallidayan systemics as the
foundation for their work and have explained, adapted and utilized Halliday’s ideas for
language purposes.
For Cranny-Francis and Martin (1993, p. 38) a ‘generalised semiotic function’
operates within the level of the language system, and is realised by two levels of
semiosis, the metafunctional level (the organization of language) and the register level
(the organization of context - tenor, field and mode). They show the possibility of
amalgamating a system of semiotics, which is used for analysing visual texts, with
systemic linguistics which is used for analysing verbal texts. This happens through the
‘generalised semiotic function’ of all language. While this study concentrates upon the
analyses of visual texts, it is because of Halliday’s generalised semiotic function
operating at these two levels, that certain connections between the visual and the
verbal can be made (e.g. Adrians (1998, pp. 11 & 14) in which images and words are
brought together through a contiguous generative relationship in a particular social
context framed by particular purposes, functions and ideologies).
Kress and van Leeweun (1996) in their well acknowledged work Reading Images: the
Grammar of Visual Design, have used Halliday’s linguistics in terms of its
metafunctions and have adapted his transitivity, interpersonal resources and textual
organization for their use with visual images. O’Toole (1994) also used Halliday’s
functional approach to language in the resources he chose to use, as well as the
Halliday’s realisational hierarchy he adapted for his model for analysing works of art,
architecture and other visual texts. His hierarchy of the whole picture, episode,
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figure/object and member levels correspond with Halliday’s whole text, clause
complex, clause/group/phrase and word levels.
The Work of Kress and van Leeuwen (1996) and O’Toole (1994)
To summarise their grammar of visual images, it can be said that in visual images
ideational meanings are constructed with various resources of transitivity. There are
what they call narrative processes where there is usually action or reaction. Then there
are speech processes where speaking is depicted visually or mental processes showing
people in the process of thought. Circumstances are locative showing the setting, of
means showing how, of accompaniment showing who or what with.
Visual transitivity is further developed by Kress and van Leeuwen (1996, pp. 61-117)
by relating the participants in a visual image to each other in various ways. Narrative
processes relate participants through displayed actions. Classification processes relate
participants in terms of hyponymy or ‘kind of’ relations. That is they help to place
things into classes. Analytical processes analyse whole things into their constituent
parts or in ‘part-whole’ relations. Of course, these concepts have similar concepts in
written grammatical structures. For instance a mental process known by Kress and
Leeuwen as a transactional reaction might relate closely to a mental process in the
written text, or an analytical process might relate to an independent clause with
attributes as adjectives or adjectivals (Kress and van Leeuwen, pp. 1-10).
The interpersonal metafunction in written texts may be realised in the visual
text by the kind of gaze (look) a participant directs at another participant or at
the viewer. There is a striking similarity between the kind of gaze, usually set
up by the facial expression, and Halliday’s Offer and Demand of Goods and
Services. For instance a front on gaze confronting the viewer may be
demanding that the viewer undertake some course of action. Then there are the
attitudinal angles (horizontal and vertical) which show power relations between
the participants in the picture and also with the viewer. Social distance is
usually set up by the kind of photo and film shot – a close shot suggesting a
personal or intimate relation, and the medium long shot (full figure) showing a
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formal business relationship (Reading Images Summer School, 1997, pp. 1-10;
Kress and van Leeuwen, 1996, pp. 121-147, 152-153). Feeling, degree of
certainty and emotion in pictures (modality) can be projected through different
articulations in colour, detail and background (Kress and van Leeuwen, 1997,
pp. 1-10).
The textual metafunction can be taken to mean the placement of visual elements in
such a way as to attach certain information values to them depending upon where they
are placed in the various zones of the visual space (Kress and van Leeuwen, 1997, pp.
1-10). For instance Given/New, tells the relative value and importance placed upon the
participants depending upon placement, Given information usually on the left and the
New information on the Right. This may relate to the thematic emphases constructed
in the written clauses (Kress and van Leeuwen, 1996, pp. 186-188, 191-217;
Unsworth, 2001, pp. 260-269).
Many of Kress and van Leeuwen’s (1996) grammatical resources for reading images
were chosen for the framework of visual language in this study. However, the
language they used needed to be simplified to make the terminology more accessible
to the teachers and the students. This was done in the light of the Eltis report regarding
the functional grammar of the English K-6 Syllabus (1995) where most teachers, the
public and the political sector preferred traditional terminology to that developed by
systemic linguists.
Therefore many of the concepts used by Kress and van Leeuwen’s (1996) for visual
analysis were used in the framework without using the technicality that seemed to
have alienated the teachers in the 1995 English Syllabus. As explained earlier there are
other areas from which a visual grammar can be eluded and I believed it was my duty
to access these other areas so that the framework of visual language I created was fully
complemented and represented across disciplines. The terminology used from the
work of Kress and van Leeuwen (1996) was largely from systemic linguistics while
the other areas I used were, semiotics, visual arts and perception theory from
Psychology. Peircean semiotics (see Sebeok, 1994), became very much a tradition in
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which the science of meaning making took its course. Semiotics then, is the next area
to consider for inclusion into the framework of visual language.
O’Toole (1994) also used Halliday’s functional approach to language in the resources
he chose to use, as well as the Halliday’s realisational hierarchy he adapted for his
model for analysing works of art, architecture and other visual texts. His hierarchy of
the whole picture, episode, figure/object and member levels correspond with
Halliday’s whole text, clause complex, clause/group/phrase and word levels.
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Appendix B Interview schedules
PRE-PROGRAM INTERVIEW (Teachers)
Introduction
The purpose of this interview is to gain some background knowledge of your class,
their development in literacy and the work you have done with them in visual literacy.
Class Context
1. Please describe to me the kinds of students you have in your class. This will help me
work with you a little further down the track.
2. Could you please describe the literacy skills and knowledge your students have?
3. What viewing or visual literacy have you done so far? Tell me about it.
The Project
Using picture books
4. What do you do when you use picture books (or magazines, newspapers or
advertisements) in your teaching?
5. What do you do when you unpack the meaning of a picture book?
6. What knowledge and understandings about books have you been able to explore with
the children?
7. What do you and the students do? Please show me using your picture book. What
connections have you been able to establish between the visual texts and verbal texts
with the children?
8. Which aspects of the verbal/visual grammar have you been able to explore with the
children?
9. What learning has taken place about reading through using picture books?
10. What effect has the use of picture books had on student writing?
11. What other areas or KLAs supported your teaching literacy using picture books?
How did the use of picture books support this/these areas of learning?
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12. What would you like to know about viewing and visual literacy?
13. If I were to provide you with a model which has a set of criteria or choices for
viewing and critically analysing visual and their associated written texts, how would it
be useful to you?
14. What visual texts do your students view? What visual texts will they view in the
coming months?
15. What picture books, magazines or advertisements would you use if we were to
design a unit of work in viewing?
16. How would this unit relate to the rest of your literacy program? Would you
use/teach a text type as part of the program? e.g. personal response, literary description,
review, explanation, exposition or a discussion?
17. How familiar are you with the concepts of a Functional View of Language,
Modelled, Guided and Independent Reading, the Four Roles of the Reader, Critical
Literacy, the Teaching Learning Cycle and the Curriculum Cycle? Please circle any of
these if you would like some assistance with these approaches to teaching literacy.
Methodology
18. I would like to remind you of the following structure of the project:
One day’s relief for working through a model of visual literacy
One day’s relief for writing up a unit of work and creating resources
One day for celebration and sharing of work done, reflection and recommendations.
Further input on visual literacy
Pre and Post Interview
Focus group interviews with groups of students and teachers
Keeping a short reflective diary
Participant observation by researcher - field notes, photographs, video taping by consent
Short regular debriefing/reflection times
Collection of work samples, lesson notes and section of programs as evidence of visual
literacy working.
Are you agreeable to the above research methods?
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INTERVIEW SCHEDULE TEACHERS

POST-INTERVIEW

Introduction: The purpose of this interview is to establish how successful the model was
in supporting students in analysing the meaning of picture books? Ultimately what you
can reveal to me about how you used the model and what strategies and approaches you
employed, will go a long way in supporting teachers and students in the critical reading
of texts which combine visual and verbal literacy. Confidentiality will be an essential
part of the program and I will not be using real names in the report.
Situation
How long have you been at this school? Please tell me about the students in general
who are at this school.
Curriculum background
Tell me about the current unit you are doing.
How does the analytical model fit in with it? Does it enhance the student’s learning in
literacy?
How?
Using the model
How have you used the model?
What do you do when you unpack the meaning of a book using the model?
What do the students do when you use the model?
What knowledge and understandings about books have you been able to explore with
the children?
Tell me about how you modelled how to view and analyse picture books, magazines
and or advertisements. What guided reading and independent reading did you do?
Please show me using your picture book or magazine.
What connections have you been able to establish between the visual texts and verbal
texts with the children?
Which aspects of the verbal/visual grammar have you been able to explore with the
children? Please explain how you did this using the book.
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Which parts did you find most useful? Why?
What learning has taken place about reading and viewing through using the model?
What effect has the analyses had on student writing? Tell me about your modelled
writing, deconstruction, joint construction and independent construction in teaching the
students about writing a written response to a visual text. Can you show me samples of
the student work which show improved levels of viewing and analysing visual and
verbal texts? e.g. a personal responses, a descriptive report, a review, illustrations or
artworks. Please explain.
Pedagogy
What teaching strategies have you used and/or developed which have been related to the
way in which you used the model? Please explain them to me using work samples if
possible.
What other areas or KLAs have been supported by your teaching of visual literacy using
picture books, magazines, or advertisements? How did your work with picture books
and the model support this/these areas of learning?
Refining the model
Are there any parts of the model you did not understand or found difficult to use?
What changes or improvements would you suggest to make the model more effective
for the classroom?

FOCUS GROUP INTERVIEW STUDENTS
1. Tell me about how you find out the meanings in pictures.
2. How does your teacher help you understand and analyse pictures?
3. What picture book, magazine or advertisement do you regard as very successful?
Why?
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4. See this picture/advertisement, how would you analyse this? What is it saying to you?
Show me why.
5. What is the message in the written text? What connection can you see between the
written and the visual texts?
6. Here is a brief summary of the things we talk about when we analyse pictures and
written texts. How have these items helped you? Is it a good model? Why? Why not?
7. How has all this work you have done on viewing pictures helped you write a personal
response to a picture book, magazine or advertisement? Have you got any written work
describing or responding to picture books, magazines or advertisements?
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Appendix C Case studies
Case Study Anne

Introduction
a. The school
The High School in which Anne teaches is a High School for the Performing Arts. It is
located not far from Central Woodlands, near a complex of schools, TAFE College and
a University. The nearest High School is a Technology High School situated next door,
and the feeder Primary Schools are within a few kilometres away.
Woodlands High School of the Performing Arts accepts students from surrounding
schools by application while they are still in Year 6. If selected students have a normal
secondary education with the regular options except everybody is introduced to drama
in Year 7 and Music in Year 8. Those students wishing to enrol as students of the
performing arts have an audition whereas all other students enrol as comprehensive high
school students.
Year 8 in this particular year had two top level classes which were parallel while the
remaining classes were streamed classes within the parallel structure.

b. The teacher
Anne is an experienced English teacher teaching at a High School for the Performing
Arts. Her expertise and background in teaching literature is evident by the way she
approached the teaching of picture books and the issues she discussed during the
training. The knowledge Anne had in visual literacy became apparent from the start of
the classroom implementation. As time went by she appeared far more confident in
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addressing the issues behind teaching visual literacy. In fact right from the very start she
thought through the different problems associated with teaching visual literacy and
took from the training and the language of the framework what would work for her. For
instance she made her own list of terms from the framework which she knew would
assist the students in their viewing of the picture books. She also collected her own
visuals for the students to analyse so that they had the opportunity to apply the terms
they had already been introduced to in another context. Anne was a critical thinker only
accepting what was offered when it was credible and applicable to her classroom
situation. She already had acquired knowledge about visual literacy from her previous
work with advertisements and videos she did with other classes.
Once I explained briefly how language functions to meet social purposes, Anne took on
board the “functional view of language”, and internalised what it was to model and
guide students in their learning. I witnessed her ability to model text analysis and
viewing, as well as set up lesson structures to guide the students in their viewing of
picture books. Her guided viewing was in the form of a response scaffold (au. 381a)
with key analysis and response questions which elicited the use of the language of the
framework and lead them to think critically about the author’s meaning and how it was
constructed. According to one student, she also guided the students towards critical
viewing by giving them “examples in the book and others as well” (Geoff au. 382a).
“She worked through it” (Nigel au. 382a). Geoff sums up her approach to guided
viewing with “Well she gets really involved with us. She doesn’t just give her ideas and
make it her ideas are right and everyone else’s wrong. She listens to us and agrees with
us and goes ‘Oh yes that’s right’. And she’ll give her’s and.”
During the post interview, Kathy another student said, “She is not the kind of teacher
who would go, ‘No. no, that’s not right, that’s not right.’”
Nigel responded with, “She’ll sort of say you were on the right track and she’ll redo it
for you.”
Kathy said, “She’ll say, ‘You’re on the right track.’”
Nellie added, “That’s true. You’re a good girl.” ……
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And Kathy added, “We’ve had her for two years and because we know her now we’re
really confident around her” (above excerpts from au. 357-95a).
Anne was asked to write a short statement describing the pedagogy which drove her
teaching during the project. In it she wrote:
I feel that students learn through modelled responses to a larger extent.. Also
that new concepts or terms introduced need to be applied by the students
themselves, rather than simply being taught. Deconstructing is invaluable in
teaching V.L.
Students need to be able to create their own expressions of V.L. Group work is
another valuable tool re interpretation of meaning etc. (Anne’s written
pedagogical statement)

The post interview provided some valuable insights into how the teacher (which was
sometimes myself) helped them analyse, read and view picture books. The students
pointed out that they teachers explained the words they didn’t understand (Kylie, au.
359a) and you feel more confident in the teacher’s presence (Kylie au. 361) and no one
is worried if you guess or take chances (Nigel au, 364-365).
It is interesting to see that some of the students have the same beliefs about learning
visual literacy as Anne.
Nellie explained, “with the way you think and I really don’t think a teacher has anything
to do with it – like they explain what all those words mean, you’ve got on the sheet like
vector and everything like that, but once you know all them it’s really up to your own
imagination to do it all so I don’t think .. (Nellie, au. p. int. 369-375).
Kylie responded, “You couldn’t start without them.”
To which Nellie replied, “Yes OK. It’s Ok starting off but once you’re getting into it I
think it’s got nothing to do with the teacher or anybody, it’s just like your own
personality and your own imagination taking over……….you need the teacher to give
you the tools, but the rest you do your own way.”
The rest of the students agreed.
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c. The class
This particular Year 8 class is 8H which was identified by their teacher as being the top
performing arts class. The class was suggested by the Head Teacher English for the
purpose of trialing this visual literacy project and I agreed with this choice because a
high achieving class would allow us to see the language of visual literacy working and
how it worked. Anne described the class as a fairly bright class, “probably because they
are performing arts students, fairly articulate”. They’re able to do a wide range of
things, but need to be kept on task. They’re literacy skills are quite high. They would
almost have all scored from the top mid to the top range. Right across the areas we
tested in (au. 2393-2450).
Their literacy knowledge entails knowing about the structure of sitcoms, novels and
literary devices such as similes, personification, plot, character, theme and conflict. The
last unit they did was sitcoms a media study, advertising and particular viewing times
etc. They covered magazine advertising, and television advertising in terms of audience,
market and timing. They didn’t analyse advertisements in any detail.
During Term 1 they did a film study on Indiana Jones looking at film techniques such
as camera angles, plot and character, and the way aspects of novel work were portrayed
on the screen. Anne explained that she didn’t use any particular terminology that was
specific to film except that it’s a different form of understanding a text, but it was just
as legitimate. They did some “very minor work on camera angles and things like close
– ups” asking on a fairly simplistic level, “What is that showing you about the
characters?” (au. 2393-2450; Field notes 31/8).
Basically Anne unpacked the meanings of a newspaper using a comprehension
approach, identifying its market and its composition - headline text, picture relationship,
to each other. They also did radio ads (au. 2452-2470). With magazine advertisements
Anne and the students looked at how language connected with the ‘look’ contained in a
picture (au. 2482-2487).
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Anne agreed that it would be beneficial for them to study a picture book to start with
and see how it is constructed. And she also thought that analysing it with them, it’s a
good way to begin using the language of viewing (au. 2518-2532). In discussing what
we panned to do I stressed that what ever we plan will have to meet your needs. I asked,
‘How is it going to relate to the rest of you literacy program?’ Anne affirmed that She
thought this will be good because ‘it slots with everything else that’s being done’. She
added, ‘Its another form of learning about English literature. Depending upon what text
type I use – it will just neatly dovetail in with that’ (au. 2555-2561).

Consequently there were comments in the data about how enthusiastic the class was in
learning about visual literacy. Anne stressed that ‘if they are ever bored they turn off.’
What they did with the texts and how they responded was beyond our expectations
(field notes 5/11; field notes 2/11).
What will follow will show how the language of the framework, indeed the whole
project enhanced the students’ knowledge of visual literacy. The students were quick to
understand what we were doing and quickly picked up the visual terminology. I
remember giving Anne and the students comments like ‘that was fantastic’, or
‘excellent’. Anne was often tuned into when and where the students responded
enthusiastically and successfully, and she applauded them with praise and complements
(field notes 23/10, 2/11, 5/11).

Enthusiasm seemed to be the key element of Anne’s lessons – both for herself and the
students. What was the secret to this intense interest in a Year 8 English class? Anne’s
own enjoyment seemed to be contagious. Her acceptance of their analyses was critical
and her willingness to allow the students’ analyses, questions and suggestions to steer
the lesson also helped enormously. This is born out in the later interviews. She kept the
lesson alive by moving it along. The students’ enthusiasm, meant that they were in
control. “Let’s discuss this” one student said, and so they discussed the actions and the
related messages.
What is apparent in reading through the transcript are the times Anne had to redirect the
students into the analysis and resources she thought they needed to focus on. For
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instance, when Anne wanted to focus on framing, they wanted to pursue line. However,
as happened quite often in her lessons, Anne permitted them to pursue their own line of
analysis or analytical reasoning - guiding them with critical questions in what they
wanted to ‘see’ in the image. At the end of one particular episode Anne was heard to
comment, ‘Excellent Year 8!’ The atmosphere in the lesson was such that the students’
focus and excitement in pursuing their own analysis was electric. This was, in no small
part, due to the approach and techniques used by Anne while she taught viewing.

d. The books
Anne chose to work with the following books because they fitted in well with
what they had done before, and met the class’s need to explore viewing
critically using a language for viewing.
Window by Jeannie Baker is a picture book without words, but has such a strong
semiotic voice through the collages that the main message and various meanings come
through loud and clear. The author/illustrator annotates a message at the back of the
book emphasising the fact that “we are changing the face of our world at an alarming
and an increasing pace.” She states some alarming figures and predictions but does
believe that “by understanding and changing the way we personally affect the
environment, we can make a difference.”
The Rabbits by John Marsden and Shaun Tan entails issues and messages about the
British invasion of Aboriginal Australia. This is portrayed through symbols and
metaphors using rabbits as the British invaders and numbats as the native Aboriginal
population of the time. The work is replete with symbols and meronyms such as time
pieces showing how the British attempted to bring time to a timeless land and organise
the schedule of all those living in Australia
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Procedure (How the books were used)
What happened when the teachers used the framework?
Switched on
This is what I wrote in my field notes regarding my work with Year 8. ‘While being
overwhelmed at first they were somewhat enlightened once they were into the analysis’
(Talk after lesson with Anne - field notes 23/10). A week later when doing the same
written responding to Window my field notes reported, ‘She (Anne) was ecstatic re their
enthusiasm - If they are ever bored they turn off.’ ‘The students were responding to issues
in territory we didn’t think of and there were findings beyond our expectations e.g. the bird’s
trajectory’ (field notes 5/11; field notes 2/11). My transcriptions are replete with video
footage of students keen in their discussion or writing their responses. For instance
Kathy was seen writing furiously as she deconstructed Window, Nigel was seen flipping
through his picture book, while Geoff was looking intently at the picture book and his
written work (vi. 114-120).

Effect of terminology
Anne was certain that the terminology taught to the students, fitted in well with their
aim to view, analyse and respond to Window, it enhanced their ability in visual literacy
We found that once you model a visual literacy term or procedure, the class was cued in
catching on straight away, and bringing lots of intuitive knowledge and visual acridity.
They were a pleasure to work with (field notes 23/10 & 2/11).

Procedure
Basically the procedure Anne followed was to model by introducing the terminology in one
picture, sometimes with notes with a predetermined outline of the discussion which was to
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follow (field notes) and the students would write an overall response to many
pages. (field notes 2/11; 23/10). This might happen for 5 or 6 pictures after which the
response was done for the rest of the book (field notes 23/10). Anne also introduced
terms using specifically chosen pictures from magazines and the internet following
which she applied these terms to Window (au. 2600-2670). She would consider only the
important features of any given picture, at first pointing things out to the students but as
she moved further into the book her questions would be more open ended allowing
them more individual analysis using the terminology. She had to at times, remind them
of terminology because some of the students were still too general in their approach to
the visual text. At other times they referred to the visual literacy list of terms or they just
needed to be reminded.
So they now look at the text, right, and I still have to remind them,
check your visual literacy list because sometimes some of them will
still be too general. Oh its colour but they’re not saying perhaps
saturation, perhaps tone, perhaps how it is used, until they’re
reminded of that. But they’re pretty good. They know what they have
to do and they just do it. But they’re a bright class too, so I would
expect that (au. 2630-2636).

Generally Anne preferred to have them apply what she taught them. She
would support them by sitting in on a discussion and direct them where they
were a bit vague, pointing out things they hadn’t notice, but then she would
use general terms to try to elicit their knowledge (au. 1640-50). Anne was
quick to point out that, once they had analysed a picture they seemed ‘quite
amazed.’ ‘They saw the skill that had to be applied to it, to convey meaning to
the reader.’ I commented that I had noticed the same thing when listening to
the taped lessons (au. 1649).
As well as oral responses to the visual texts Anne and the students did written
responses to pictures and the visual texts of Window and The Rabbits. In doing
this Anne showed them a model of the structure and contents of a written
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response to a picture of the Illawarra floods and then applied this to the first
page of Window. She used a scaffold for a written response text with listed
criteria. This scaffold not only gave them suggestions for terms to look for, but
also sample sentences demonstrating the response text type as well as
providing the criteria for writing and revising it. This was what Anne called
modelling for them before they went off into group work and applied it
themselves. Earlier in the study, student’s names were written into groups and
placed on the board for the students’ convenience. It was student centred
rather than teacher centred.
During the teacher interview, Anne described the influence the visual language had on
their writing with the following quote.
I think the prime thing is they now know the language and they can
incorporate that into what they’re writing. So their writing has
become more sophisticated and become more specific rather than
general floundering around for a term they want. The visual
literacy, the language of visual literacy has given them the terms
to use (au. 2600-2670).
Perhaps the crux of Anne’s approach in her procedure in teaching visual
literacy is best said in her own words, “I try to model the model for them.” She
not only taught them the terms for visual analysis but she also modelled the
process of viewing a visual text critically.
Anne had to grapple with the problem of where critical literacy fitted into her
model. She asked me whether she should treat it separately or mixed in with
the framework language. I suggested the latter where you use the grammar of
the framework to help answer some of the critical literacy questions. I also
said that the table of critical literacy questions provided was not complete in
itself – there were others (field notes 23/10). Having said this to Anne
regarding critical literacy it was evident through the transcripts that she and
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her students did just that. They used their visual literacy analysis and the terms they
utilised to answer some critical questions which the visual text was asking them. For
instance, ‘What does this mean for the viewer? How are you being manipulated as a
viewer? and What is it the writer or illustrator wants you to think?’
The question, ‘What happened when the teachers used the language of the framework
with their students in the classroom? underpins and drives all the other research
questions and provides the framework for the entire research. The categories which
have come to light from the data analysis of Anne’s class are logical and help organise
the data. They are summarised in Figure 1

Figure 1.

Guided Viewing

a. The Language for Viewing Used During Teacher/Student Interactions
b. The Impact of the Framework Language Upon The Students’ Written
Responses to Visual Texts
c. Teaching/learning strategies Used to Teach Critical Viewing
d.

The Contributing Factors for Critical Viewing
of texts containing visuals

e.

What the Teacher and Students said About Using
the Language of the Framework

f.

The Inhibitors to Guiding the Students Towards
an Understanding of Visual Literacy

The table of terms used in each case study as well as the findings from the data
summaries, will contribute to describing the impact of the framework and how it was
used and help refine the visual language contained in the framework in the light of
classroom practice.
Each visual literacy term has been used as a data category. Each term is grounded in
one or more data episodes. A data episode is a unit of words that:
•

may be either oral or written;
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•

contains one or more visual language terms if the purpose of the episode is to
analyse the use of visual language;

•

is constructed for the purposes of viewing;

•

has meaning that is cohesively connected to the visual language or concepts that
are related to the research questions;

•

is embedded in a larger text that is usually the viewing lesson or a text which is
part of the lesson (e.g. a written response to a text being viewed); and

•

is shared between two or more interlocutors both orally and/or in written form.

So the use of each category or term, will be lifted out of its immediate critical episode
and closely scrutinised and talked about. This will be done in the knowledge of the
existence of a much wider series of critical episodes or a lesson itself.

Concluding comment
Perhaps a field note entry best describes the kind of progress this class often showed.
‘A most impressive lesson with students deliberating about what they found using the
terms and Anne’s questions............. She was ecstatic re their enthusiasm’ (field notes
5/11).

Episodes of Language for Viewing Used During Teacher/Student
Interactions
Teacher/Student Interaction
Pictures - media pictures
During the training of the teachers in the project I modelled the use of visual literacy
terminology using media picture. I had a “kit” of pictures which according to the
teachers seemed to be a good idea, and some actually collected their own and used them
to teach visual literacy and revise terminology. Others discussed collecting pictures
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during their vocation. Anne made up an invaluable collection of carefully chosen
pictures and advertisements from magazines and the internet. Some of these will be
referred to in this ‘Pictures section’.
FLOOD PICTURE here
To begin we analysed a visual image by showing them a picture of the Illawarra floods.
A scaffold with related questions and a possible written paragraph were presented on
overheads so the students would be given a model of how to analyse a picture and
respond in writing.
SCAFFOLD FOR FLOOD PICTURE WITH MODELLED RESPONSE
Upon Anne’s request we revised the visual literacy we had done so far. I did a revision
lesson on Visual literacy, what it means and where we were heading in the future. This
was somewhere in the middle of our study of Window. I suggested to Anne that she
gather some pictures together as I had done with her during the professional
development. She collected an excellent set of pictures and advertisements which she
put together for the purposes of revising the students’ visual literacy terminology. This
set of pictures as well as a list of 23 terms and the activity sheet actually made up a
visual literacy kit. This was so successful that other teachers and their classes used them
as well.
Firstly she introduced the idea of visual literacy - what is it? Why do we need to know
about it? The students all agreed that every picture tells a story and that visual literacy is
the ability to make sense of what we see in pictures and how these pictures relate to the
written text. Picture books, magazines, newspapers or advertisements were seen to
create meaning through such things as shape, line, colour, actions, eye paths, angle etc.
Then she presented the pictures activity on the handout. On the handout each picture
had suggested terms to look at. She also provided a list of visual literacy terms that they
already knew about, and which they could apply to these pictures. The students written
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work shows evidence of their ability to respond successfully to visual images. The
Activity Handout reads as follows:

ACTIVITY
Below are examples of the concepts listed in “Visual Literacy - Ideas to Consider.” i.e.
Example A will show you the use of:
1. Gaze
2. Proportion etc
5. Colour hue
* Look at all the examples (A-P)
* Where a number is ticked, explain its significance/purpose.
* Remember, the pictures will try to manipulate your response in some way!
A. Ted Smith 1, 2, 5
B. Opera House 6, 12
C. Doing it Tough 2, 4, 7, 8, 22
D. Discovery 2, 5, 17
E. Volvo 1, 5, 8, 9, 10, 16, 17, 18, 22
F. David Jones/Nokia 11
G. My Dog 1, 5, 8, 9, 14, 15, 22
H. Advance 1, 7, 8, 9, 13, 14, 15, 17
I. IBM 5, 9, 14, 15, 17
J. Vietnamese Restaurant 1, 5, 8, 10, 14, 15, 18, 20
K. Sydney Morning Herald 2, 4, 8, 9, 13, 14, 15, 18, 23
L. Avis 3, 5, 9, 13, 15, 17, 20, 22, 23
M. Time and Tide 1, 3, 8, 9, 13, 15, 16, 19, 23
N. Chrome 1, 3, 5, 7, 8, 9, 10, 11, 13, 14, 21
O. Jaguar 2, 5, 7, 8, 9, 14, 15, 18, 20, 21, 22, 23
P. Surf’s Up 2, 5, 6, 7, 8, 14, 15, 17
VISUAL LITERACY - Ideas to Consider
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[Remember - the eyes notice and follow certain things in a picture.]
1. GAZE - can indicate communication between a character and the viewer (demand)
- no communication with viewer (information)
- can show relationships, attitudes, emotions within text
2. PROPORTION/SCALE/SIZE - can create the illusion of depth - 2D
- can create relationships of strength/weakness
- can create a sense of vastness etc.
- are useful in factual/scientific type diagrams
3. THEME/GIVEN POSITION - is usually on the left
- the Given is what is known already/ the New is new information, the message
4. COLOUR SATURATION - the more grey = less saturation
- no/little grey = highly saturated
- can manipulate emotions, attitudes etc.
- can indicate the past/future
5. COLOUR HUE
- red, orange, yellow = warm colours
- blue and associated colours = cool
- sepia = the past or age
- creates moods e.g. red = passion, danger
- black = evil
- white = purity
- yellow = cheerful
6. LIGHT AND SHADE
- light sources can affect how something is represented
7. TONE
- ranges from lighter to darker
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8. CAMERA SHOTS
- used for a variety of purposes
- Close-up - shows detail (engagement)
- Mid - further back, will show in relation to someone else
- Long distance - show entire scene
9. ANGLES
- frontal = involvement
- side on = detachment
- verticals/low angles (looking up) = power, dominance
- verticals/high angles (looking down) = weakness, submission
- i.e. they show attitude
- horizontal shots tend to give balance
10. VECTOR
- a line between the do-er and the done-to
- when complemented by facial expression creates attitude, mood, emotion etc.
11. REPRESENTING SOMETHING BY CLASSIFYING INTO DIFFERENT TYPES
i.e. different type of one product/thing
- e.g. a range of microphones, mouses
- set of subordinates
- super-ordinate + subordinates
12. SYMBOLS
- used to represent an idea, concept etc e.g. the statue of Liberty, a Cross
13. FOREGROUND/ MIDDLE GROUND/ BACKGROUND
- used to indicate relationships
14. CENTRALITY
- the central figure, object, main idea etc
- focuses attention
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15. SALIENT
- the most important figure, object etc
- focuses attention
16. CROPPING
- the picture is shortened/made smaller
17. LINE
- horizontals and verticals can suggest stability
- diagonals, dots, broken lines can suggest motion
- cross-hatching can suggest solidity, calm
18. BLUR
- can imply motion
19. MIST
- can imply memory, gives prominence to a figure, idea
20. MOTION
- normally left-right
- slowly or still motion can be created amidst intense activity
21. TIME
- is indicated by left - right progression
22. SHAPES/CONTOURS
- squarish shapes can suggest rigidity, harshness
- curves suggest flow, softness
23. PERSPECTIVE
- isometric
- this provides a sense of depth - can be frontal, side-on, looking from above etc.
- point of view
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The pictures
Rather than treat every photo/advertisement with each student’s written analysis I just
choose a few pictures and see how the students would analyse them.
N CHROME
This picture comes from the internet URL www.parfums-azzaro.com. It advertises a
brand of aftershave showing the grandfather in the top left hand corner, with the son
centre right and the grandson bottom left. The eyeline makes you move through the
three generations of men finishing on the Chrome aftershave at the bottom right hand
corner. Kylie sees the theme as a “generational type” and comments that every family
man will use it. “It appears that every man is better with Chrome and it will reflect on
their personality” (Kylie written response). Nigel A wrote that your eyes follow the men
from oldest to youngest. He delineates the foreground/background/middleground
meaning that the males are related in some way (Nigel A. written response). Nellie
shows that the them is three generations of “good old family men” who all trust in
Chrome. Then on the right is the fragrance because your eyes begin from the
grandfather, to the son to the grandson and finally to the fragrance.
F DAVID JONES/NOKIA
This picture was used by Anne to give the students experience in seeing something
represented in different types. This particular advertisement shows a group of
subordinates all the same thing (Nokia mobiles) but in different colours, one colour for
each day of the week. Nigel understood this ad from reading the visual as well as the
writing, and found out that the Nokia comes with various snap on covers one for each
day of the week. Geoff saw it as incorporated into the advertising for David Jones as
well.
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Memo
These picture exercise seemed to serve a specific purpose - i.e. to revise relevant terms
in the context of the main message and meaning of a visual image. The students were
able to pick up on the suggested term(s) for the pictures and extrapolate the main
meaning and message behind the advertisement.
The method employed seems to be a good strategy for this kind of revision or
reinforcement of the terms taught. The beauty of this approach is that resources are
easily obtainable and any teacher who wanted to could create a “Visual Literacy Kit”
complete with terms, pictures and critical literacy questions.

Colour and Gaze
Certain pictures were used to introduce and teach the students about colour and gaze.
Because these particular pictures were used in a series of lesson which connected with
the book Window by Jeannie Baker, the categories of Colour and Gaze using pictures
have been included in Colour and Gaze for Window

Memo
Pictures may be obtained from anywhere, be it magazines, newspapers, books,
advertisements, posters or the internet. For teachers and students this seems to be an
easily accessible option for obtaining visual images for studying the language of
viewing.
In this study it was evident that the individual pictures were popular among students and
teachers alike. They were self contained, making the study of terminology, focused and
manageable. It appears that the students could manage these quite well because they
could offload the business of establishing whole meanings, messages and structures for
a self contained text where the focus might have only been on one semiotic resource at
work in the picture, or a few. The advantage pf using picture is that the teacher could
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isolate what main visual term or series of terms for study and suggest to them that they
concentrate on terms like centrality, or Given and New.
Another advantage for using the pictures seems to be that they may be either used for
introducing and teaching about visual literacy terms or may be used to revise what they
already have covered. As was often the case, the students were reminded about such
and such a picture where the colour saturation projected such a message or about the
front on gaze of the man demanding your services for the 2000 Olympics. Another
aspect of the pictures is that they are transportable from one teacher/classroom to
another, and teachers in this project shared sets of pictures for teaching and revision
purposes.

Summary of Visual Literacy terms used with pictures

Cool

moods

Hue
Colour

Actions

do-ers

Vectors
Warm

passage of time

done-to

Light/shade
dark
Tone
light
Saturation
Salience

Representation by classification
- set of subordinates
- superordinate/subordinates

Centrality
Shape

Square

Semiotics

sharp

- symbol

Curvy
Contours

frontal
Perspective – isometric
Side-on
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Gaze

Communication with viewer

Offer or demand

No communication with viewer

Goods and services

Camera shots

close up
mid shot
long distance

Foreground

facial expression

Middleground
Background

Proportion
Scale

Eyeline

Size

frontal/horizontal

Angles

side-on
High angle
Low angle

horizontal
Line

vertical
diagonal

Theme position
Known/Unknown

Left-right progression

Given position/New position

Bottom right hand corner

Window
Context, synopsis, description, judgement/ opinion

Student written responses and field notes
The purpose of these episodes is to show how the students were able to utilise the
generic structure of the response genre to analyse and respond to the book Window by
Jeannie Baker.
Context J. B. Rosy Dock Where the Forest .... Time the present 21 years
time span Australia Synopsis T What is the synopsis? St What its about.
Kids write this down Ä house in the bush, natural setting., perhaps
pioneer, track suggests other home passed. A clearing has been made.
See scaffold for Window
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This was a demonstration of what a synopsis is. (field notes 23/10)
These year eight students (Kelly-Ann, Nellie, Geoff and Kathy) were quite comfortable
using the terms context, synopsis, description and opinion/judgement. Nellie student
excelled orally in deconstructing the visuals using quite a few visual terms. In her
writing she was able to use the generic stages. For instance, some of my notes about the
student’s response reveal her ability to make comparisons in size as part of her
description.
description
Interesting section describing when the cover is opened. She mentions
the “insignificant” size of the house compared to the “vastness look of
the landscape” (Nellie student written response).
In the opinion/judgement stage of her written response, Nellie explained how colour
portrays the “vastness” of the place and how the only house shows how simple life was
and how busy it can become.
opinion/judgement
I think that the picture was made (especially the hills) to show vastness.
The hills get lighter (colour wise) as you get farther back and the only
house shows how simple the place was and how much more busy it will
(can) get.” (Nellie student written response)
She also hints of analysing how framing is effected by the resources crowding around
the boy, and how resources are depleted as he gets older.
“But all the new resources seem to be for the baby, the wash line to
hang out his clothes and the fence to keep him in his own territory so he
will keep safe. As he gets older he takes up more resources.” (Nellie
student written response).
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Other students from the focus group also used these headings in their response. Geoff
was able to relate to the meaning and message of the first two pages using the language
of the framework, though with some variations. He used dominant instead of salient and
then compares the house with the bush as insignificant. He further uses such terms as
meronym, framing, salient, Given position, motherhood, centrality, colour,
convergence, and trajectory. His use of the terms is very perceptive.
Meronym - bird represents all wild life. The firewood represents all of
nature being destroyed for firewood. Him aiming his sling-shot at the
pigeons is also a symbol of man killing more nature.
Perspective - isometric looking down - depersonalised
Convergence of lines and gaze invites you out of the frame and into the
view (Student written response Geoff).
It must also be stated that Geoff was not always on task in class and didn’t enter into
class discussion that much except during group discussion. Kylie and Kathy analysed
Window also using the same generic structure but used more detail and connection with
the message of the book in their analyses using the language of the framework. Their
analysis in the description stage was much more message orientated and very searching
in their findings.

Field notes
My field notes give testimony to the students, while being overwhelmed at first were
somewhat enlightened once they were into the analysis (talk after lesson with Anne field notes 23/10). A week later when doing the same written responding to Window
my field notes report, “She (Anne) was ecstatic re their enthusiasm - If they are ever
bored they turn off.” The students were responding to issues in territory we didn’t think
of and there were findings beyond our expectations e.g. the bird’s trajectory (field notes
5/11).

41

Having practised using the generic scaffolding in analysing the earlier pages of Window,
these students were able to confidently write about and analyse the meanings apparent in
Window 10 and 11 using the same organization structure.
Kylie, Nellie and Kathy list the participants in the two windows in their synopsis. Their
descriptions are spontaneous as they flesh out the messages.
There is a kite flying in the sky and not a single bird can be seen. Yet
again another man-made object has taken over the natural environment.
And
A building has been painted to look what the natural bush used to
look like. This is telling us there is nothing natural left only manmade stuff to compensate for it (Student written response Kathy,
Nellie and Kylie).
Once establishing general meanings and messages these students analyse the meanings
more closely using the framework language provided in Anne’s list. They talk of gaze,
proportion, meronyms, movement, light and shade, salience, bright colours ‘do-ers’
and ‘done-to’s, proportion, scale and size, theme, known and unknown, angles, dark
tone, frontal view, shape and lines. What is important here is that they were at pains to
connect each term with its meaning within the visual text. Finally they wrap up their
analysis with a judgement for each picture. They take on a text analyst role applying
the message to our own societal context. For instance part of their judgement is:
If we do not start using resources wisely – we shall get too far ahead of
ourselves. We come to this conclusion because there is graffiti on a wall.
We have not only destroyed the natural environment, but now we have
not been very happy with our “man-made” world so we are destroying
that too (Student written response Kathy, Nellie and Kylie).
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Reflective Memo
I feel that Anne’s success with these students is probably because of her
technique of modelling how to view a picture book by taking them through the
first picture and giving them the language (field notes 23/10) (Also see au. p. int.
357 – 395). It seems that when reading through the various analyses of the

students, there are those who remain quite analytical about the visuals they are
concentrating on and are content to leave it there except for an odd technical
term such as meronym to bring out the message, while there are others who
strive to relate the technical analysis as much as possible with the underlying
message of the visual, indeed of the book. It would appear that these students
are aware of the illustrator and the viewer receiving such and such a message
because this technique was used.
The effect of Anne’s generic scaffold with questions and suggestions for
terms to be used, cannot be discounted. This is important in the guidance of
students in what to focus on and when in the writing of the response text. This
is especially evident in the written response on Window 10&11 by Kathy,
Nellie and Kylie (See Appendix B).

Message and changes
Message
The purpose of this category is to show that the students definitely considered the
message behind the different semiotic resources they found within the visual images.
Here we will cite but a few messages such as the isolation and the tranquillity as
represented by the bush. Another saw things becoming more complex than the peaceful
surroundings and one house (au. 84-90). People were establishing new intrusions such
as the cat and the toilet: “symbolises the beginning of destruction.” (Nellie student
written response). Anne said that the message we’ve just discussed is that people are
establishing themselves and taking over. The bush is still there but it is receding or
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decreasing, and we have new intrusions that we’ve all identified into the scene (au.
1545-82).

Repetition
K There’s something I’ve noticed throughout the book that the trees are always the
same. Everything else changes but the trees stay there. It’s sort of like a childhood. Oh
no because its in their yard and even inside the window changes and outside especially
outside the fence and just inside the yard there’s trees always the same throughout the
book like its just always there. Right up to the day when he moves (au. 652-55).

Signs of change

Window 2
She enumerates the changes seen from page to page. An effective comparison is, “There
is a new fence up and a clothes line. The new fence gives sharper angles and the rest of
the nature is soft and seems to be all over the place and the fence, clothes line seems to
be placed particularly.” (Nellie student written response)
K There used to be lots of trees and now there’s only one in the yard.
C Yes I noticed that too. They’ve all gone.
St Discusses the insects on the window and their disappearance through the book.
N You notice a small crack to start and as you go through the book the crack gets
bigger, and it shows that we are tearing apart nature.
St The natural insects seem to get less and the more aggressive ones like the cats get
bigger in number(au. 359-64).

Audio and video
Anne provided a model on how to write the context, synopsis, description, judgement
and opinion based on the cover of Window. Then she explained that it is set in the
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present time in Australia and enthusiastically announced to the students that they were
going to extract information from the cover of Window more than they could expect.
She then offered them her synopsis. “A house in the bush perhaps a pioneer a track
suggest others have passed a clearing has been made. Will you have a look at the cover
and see if you agree with this synopsis” She told them that it is a guide with not too
much detail required (au. 3-17). Anne also gave them a synopsis of Window 1. “You as
the reader are looking out of the window with the person. Make these notes as I go
through because you will need a pattern” (au. 907-911). She asked them to write a
written response in sentence form not point form, and asked them to answer the
question, “How does this alter when the cover is opened?” As the students were
unpacking the meanings of the visuals contained in Window, they were often
constructing the main message and sub-messages of the book from their own world
experience.
Anne provided the students with a transparency of an outline for the students to follow
“Meronym theme, salient, House on the LHS (see artefact) (vi 62-67). Amidst the
student discussion a student remarks how it is basic with just one house and that things
will only get more complex (vi. 103-106).
In following this scaffold of questions and terms the students were able to unpack the
message of the pages they were viewing. For instance Nellie discovered in one video
that the boy was holding a cat and that this shows that Sam is welcoming in all that is
not native and rejecting nature. He’s patting the cat instead of (getting rid of it) (vi. 121123).
While talking to the students I spoke to Kylie about the message of the book. I asked
her what she thought Jeannie Baker’s message is? She replied that it’s “always
different on the other side of the fence. Something’s different. You can never get nature
the same if you go and build on it.” She went on to say that we’ve destroyed the land by
going and building everywhere and that we could save the environment if we build in
one area and not spread out so far (au. 1640-50; vi. 2-14).
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Having established the message, we asked who’s message this was, and established that
it was Sam’s as well as Jeannie Baker’s message. Looking at the last double spread,
Kathy concludes, that he want’s to have a better life in the bush for his kids than he had.
He wants to live in the bush …(vi. 270-82).
When asked who’s story is told in the book Kylie said, “That little boy, it’s the story of
his life” (au. 1676). Looking at the last double spread, Kathy goes further and says, that
he want’s to have a better life in the bush for his kids than he had. He wants to live in
the bush …(vi. 270-82).
In the video coverage Kathy motions with her hand explaining the changes in the
picture, “There are other changes.” – while Kylie looks on. (vi. 208-12). Kylie takes
this up and states that a couple of plants have been taken away........on the page.
They’ve cut the lawn, they’ve mowed it and the lawn they’ve got a different green on
the other side it’s all different. Plants are all dying because of the pollution (vi 230,
Kylie student written response, Nellie writing about changes to Window 1 & 2 au. 1441455). There is a good rendition in the audio coverage of the students enumerating what
things suddenly appear in the pictures. Kylie, Geoff and Kathy make suggestions of a
new building, a car park, more houses, more traffic, more variety of people and more
cats, for which Kathy postulates
K That is, nothing human can ever last. Do you know what I mean?
As you go into the description. Nature just keeps regenerating, but stuff
just falls down.....(au. 542-556).
Kathy concludes that it is always different on the other side of the fence. Something’s
always different.................For her the big message is that we’ve destroyed the land by
going and building. Like Kylie she believes that we can save the land so that we
shouldn’t build like they have built, that we should build in one area, all of us spread it
out so far (vi. 257-269). Nellie explains that everything is moving from being wild to
becoming more tame. “Everything is getting more tamed as you progress with each
picture” (vi. 290-293). Kathy on the other hand, shows in the video how the tree is
always the same, like childhood (vi.240-242).
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In a discussion with Nellie about Window 1 & 2 she volunteered a lot of descriptive
detail about what was different in Window 2 explaining that nature is “susceptible and
sensitive”. “They (the grass and the bushes) seem to be growing more tangled as well.
Probably because of the intrusion of man as well. The grass is getting worn so its
getting shorter, like suburban grass. We have been talking about what we think has
changed. The forest has been cleared. The pond seems a bit smaller. This is the dirt road
and the fence in there, fences off the bush. We’ve also been discussing verticals and
horizontals and the trees, nature and everything seem softer.......................They convey
man made cultures” (au. 1444-1455).
Kylie also shared the changes she noticed taking place and mentioned the wild trees
being taken away. “It’s changed,” she said, “On the other side of the fence it’s all
different. And so civilisation …its all dying because of the pollution”. She mentioned
how “you can see how developed its getting by all the lights ... At the beginning there’s
no lights just darkness” (au. 1460-1506). She also made a connection between the
curtain in the window and the “chain of life”(au. 1498 -1506).

Reflective Memo
It remains apparent that Anne’s modelling of visual literacy language, and her
provision of a scaffold sheet with questions and terms, serve to set up
expectations for what is required and provides a model for the students to work
from. Her use of what has changed seems to lead them into understanding the
message of the book. It also seems to have laid the foundation for them to
personally respond e.g. the cat should go outside, and houses should be built
in one place.

1508Anne What has changed in Window 2 since Window 1 B………..?
B The boy standing on the box, ...bush, and there’s also the beginning of
the road.
A There are three significant changes, what do they mean what is their
message, A………?
A Development a me________
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St Destruction of wild life by man. OK That is in fact the answer to the
next question, what message are we getting through there?

Anne asks the students, “What has changed in Window 2 since Window 1?” Here Anne
moves quickly with the students from frame, to Given and New, stereotypical, trajectory and
finally to intrusion. The purpose of this extensive episode is to show how Anne was able to
move the students through an analytical viewing quite rapidly. Now that she had taught
them many of the terms, they were able to do this. What is interesting here is the fact that
they were also using terms that were highly critical. They were able to talk about the concept
of ownership. The fact that things were inside the fence showed ownership. This seemed to
be a product of the work they had already done on framing.
Anne Framing, verticals and laterals. We did a framing exercise
yesterday. ….. We didn’t actually mean the window frame. We are also
talking about the fence lines, etc What have we got here, Rachel, go.
R Everything here is manmade, is out of place and it’s sharp and it’s
light ....everything that is natural is foreign to them. Do you want to add
to that Nellie?
N Yes I do.
A Um, all the bush, the natural and that seems to be wild and growing
everywhere, anywhere and everywhere.....whereas the fence and the
toilet and the clothesline seem to be more particularly placed and also I
forgot what I was going to say.
Anne All right A………, take it away.
A Well part of the window being open is because it points to the washing
line, fence, the road and the clearing, and these are all new things and it
shows you what they’re achieving (au. 1538).
Anne Good girl, yes, yes. Kylie did you want to say something?
K The trees and the things to happen on the RHS, and we know that’s
there but this is all new to us down this side?
Anne That brings us into toilet in Given position and tree’s New
position, yeah. A2…………?
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A2………. You know how the window is open and that gap in the middle.
If you chop the rest off, the rest is in the middle, is everything that has
happened really. When you move your eye over it, it shows you more of
it. Everything is in that tiny little bit.
Anne That’s good I think that’s what A1……. was getting at. That was
excellent. That was very good
……
St The bird seems to be moving up, up to the future.
Sts Lots of avid focused conversation
A Right let’s move on.
Sts Complaining - too interested (au. 1508-44).
Anne Right OK. Toilet is in Given position. Tree’s in New position. We
have already discussed the toilet before. What information are we
getting about the woman? And the message that’s behind it? (au. 1547).
St The mother hanging out the washing with her son by her side.
Anne Right, that’s what we’re seeing, and let’s take it a step further.
A3 I said, “The lady’s fitting into a stereotypical mother (vi. 22), not
necessarily a REAL mother, but a stereotypical mother, putting clothes
on the line with the baby quietly pestering her and playing among the
changing (St says in blue) clothes.
Anne In blue, yes (claps her hands) stereotypical blue colour.
A3 Yep. The diagonalness of the birds,
Anne Is that the trajectory you’re talking about?
A3 Yes the trajectory. It’s going up and away to the sky so they are
getting away from the man made and towards the elements of nature.
Sts giggle at her success (vi. au????)
Anne It’s brilliant.
C Wow (vi. 302)
Anne It’s brilliant (A3 coy). Kathy go!
Kathy As Sam gets older, I’ve noticed that he uses more resources and
takes more space, and he makes more impact on the environment as he
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(Kathy also coy). Outside the fence, that’s like the impact the rest of the
world is making but inside the fence he also makes an impact on himself.
ALL THIS IS WORTH USING!!! (vi. 300-310).
Nellie I have something else to add.
Anne Go Nellie
N Like all the resources, inside the fence like the clothes hanging out
and the fence is to keep him inside so he won’t go wandering
St Shows possession
Anne Good girl shows possession, shows ownership.
St What’s that supposed to do with the bird? (St I own this ...heading)
What does it mean though?
Anne Angle. If you look at them again as St said it looks as if they are
flying away. Right the message we’ve just discussed - just have a look at
this. ...........Have a look. People are establishing themselves and taking
over. The bush is still there but it is receding or decreasing, and we have
new intrusions that we’ve all identified into the scene. OK. We’ve
briefly mentioned this yesterday. That cat is of course a natural entity
but it is dangerous to the fauna.
Sts Discussion re ferals St I hate cats.
St There’s lots of birds. They’re beautiful
Sts Discussion about the book (au. 1545-82)

Memo
The students seemed to be able to make distinctions between what was natural (wild and growing
everywhere) and what was man made (particularly placed). While some students were able to
analyse what was Given and what was New information, they didn’t really take that any further
except for Kylie who made a critical observation about what was New information.
One student gave quite a good explanation on the stereotypical mother. This mother is not a
REAL mother. This leads onto locating the trajectory showing how the diagonal direction of this
movement emphasises movement away from what is man made back to nature. This analysis then
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turned up in their written analyses. Kylie mentioned it in her student written response,
“stereotypical mother with blue on the boy” and Nellie made a written note of it. “Stereotypical
mother - hanging out the baby clothes - New resources for the baby - wash line, fence” (Nellie
and Kylie student written responses). The thing worth noting here is that when the students are
engaged in sustained intensive analysis as in this case, there seems to be automatic transfer to
their written analysis. As Geoff wrote “Trajectory of the birds - flying away from the humans”
(Geoff student written response).
They had just finished a framing exercise whereby they had to draw lines which showed how
framing was used in the picture. Fencelines were used as framing quite often. In this lesson they
seemed to be analysing the visual using frame. They talked about outside the fence and inside the
fence in terms of the human impact on the environment.
The thing which seems to show through the episode clearly is Anne’s enthusiasm during the
viewing. Her enjoyment of the exercise was contagious for the students. They too were animated
and lively in their approach to the analysis. My field notes read, “She was ecstatic re their
enthusiasm - If they are ever bored they turn off.” The students were responding to issues in
territory we didn’t think of and there were findings beyond our expectations e.g. the bird’s
trajectory” (field notes 5/11).

Actions/verbs, do-er, done-to, vector, trajectory
The purpose of this episode is to show that the students often were able to focus on the
actions of a visual – in other words what was going on in the picture. The students were
able to talk about actions such as “enclosing the child in her arms” (Nellie student
written response). “The cat is looking at the butterflies and he looks like he is going to
kill the wildlife” (Kylie student written response). “And of course he’s got the bike
here. He’s fixing up his bike” (KA writing, K talking and pointing to KA’s book for
synopsis). While the students were stating the actions in the visual they were unsure as
to whether or not it should go in the synopsis. Then they make the startling remark,
“One student: You can’t have meaning out of nothing. Kathy: “Yeah - that’s what I was
thinking, you can’t have meaning out of nothing”. (vi. 214-230)
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Then having provided each other the warning about the danger of getting meaning from
nothing, Kathy says, “The clothes line is red. Kylie replies, “Hu hu”. And Points out to
Kathy the act of spraying the motorbike. Kathy critiques the scene in the text by stating,
“I think he is spraying his motorbike to show he is part of the social (set)” (vi. 214-230).
The video revealed that the students were writing their response texts as during their
discussions and showed that all the students were extremely interested and that their
discussion was dynamic.
On another occasion during the lesson Anne mentioned “the verbs”. Again she
and the students were enthusiastic. This was seen in the way she kept the
lesson moving and the way in which the students gestured with their hands
when explaining.
Another student explained that the trajectory is going up into the sky and so they are
getting away from the man made and going back to nature (birds) (She is gesturing with
hands going into the air) (vi. 300-310).

My field notes make the following comment about the next episode. “Anne
went really well this morning. Some great deliberations from the students. The
activity on do-er/done-to etc” (field notes 11/11).This analysis was being done
along the lines of Anne’s scaffold of questions, and in this case focused on the
questions to do with judgement for Window 3. She asks a student whether she
know what a vector was. This student replied that it was a line leading from
something to what is done, to which Anne relies, “Right the do-er and the
done-to” (au. 265-269). I then added an extra dimension for some extension –
the look-er and the looked-at.
What Anne then said remains very significant in terms of visual literacy
theory. She explained how three resources would interact to create meaning.
A It involves an image or a symbol and the idea of the vector. And
as Mr Hadfield pointed out to you the highly saturated colour of
the superman suit. Those three work together to create a certain
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message or meaning now I want you to direct your attention to
that the cat, the super man suit of the little boy standing on the
box, and the use of the vector. In other words, the boy’s eyeline
and the cat’s eye line………. An. All right taking all this into
account see if you can work out the significance of this whole
image is, in terms of the meaning or the message that the author is
trying to get across to you. (au. 270-290).
So Anne had given them instructions to look at all the possible elements to construct the
meaning of the visual image, and some interesting discussion ensued from her short
input. One student said, “Lets discuss this”, to which another explained that Sam’s arm
in the air and the box signifies strength. Another felt that the cat looking up at Sam who
was dressed in a superman suit signified power, while another student found a vector in
the boy looking down on the wildlife, showing that he has power over wildlife. Anne
was then able to elicit from Kathy the connection between the fragile box and nature
environment (au. 263-291).
Following this discussion the students were given an activity where they had
to write down all the actions in terms of the do-er and the done-to, as well as
the think-er and the thought, and the say-er and the what-is-said they see in the
picture and then record the message for these actions. I modelled one with,
“For many of these there is a real message. For the boy shooting the bird, the
message is that he is ruining the environment.......the ecosystem” (au. 413-16).
This activity caused lots of active discussion (comment in transcription au.
420-431), particularly in the way the students deliberated about the messages
coming through. Sam firing his catapult was one of the “larrikins”, one who
had “social connections”. Anne added her version “Machine verses nature”.
Nellie adds the action of “petting” the cat. She sees this as the New. Sam is
engaged in the activity of “welcoming in the New”. “Petting the cat, which
means he is welcoming in the New. Everyone is welcoming the New. The
natural species have gone away because, everybody is welcoming in the new
species. Another students comments, “Well thought out, well thought out”
(au. 420-431).
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It is interesting to see that sometimes the students will provide each other with
feedback, which again is often modelled by Anne as she encourages the students in their
analyses. Furthermore there are some occasions when students will take their turn in
asking the critical thinking kind of questions. Anne has modelled the right questions and
so some do the question asking.
As in some episodes negative examples do crop up. During this episode one boy
thought that Sam was welcoming in nature into his life when he was helping his cat into
the window (vi 125-134). In this case there were some world experience
misunderstandings.
With the say-er and what-is said, Kathy made a fist at surmising what the removalist
was saying but there was little success from the students (CHECK WK SHEETS: Kylie,
Kathy, Nigel V, Nigel A, and Geoff’s work samples)
Nellie made a main issues connection with what was said when she stated, “The action
is the truck driver is saying ‘OK I’m going now’, and the message is that he has finished
making his impact on this page, and is moving off somewhere else to start again. He
may not realise he’s doing it, but that’s what happens” (au. 451-456).
Later in the lesson Nigel, Kylie, Kathy and myself had a conversation about the think-er
and what-is-thought in the last window where Sam is reflecting on the whole life
process and cycle of settlement in the bush. Nigel opens it up with, “He’s thinking”. I
remind them to look for the Think-er and What-is-Thought (vi 144) Kathy interacts
with, “You can see the whole cycle (motioning with her finger) happen. It’s like his
mother (vi 161-169). Colin suggests, “There must be a message behind the thinker and
what-is-thought”. Kathy replies with, “He thinks he is powerful, then again he’s just a
part of it as any other person” (vi. 170-172). Nellie, Geoff and Nigel feel that Sam was
thinking about “starting again” while Geoff added the message “The cycle of life. He
starts life afresh, environment” (au. 479-487).
Other students found it difficult to ascertain what the characters in the picture where
thinking or saying I then had to explain about context, someone could be taking or
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thinking and you can tell this by the expression on their face, where they are looking
and by what they are doing.

Memo
Firstly these episodes are all linked according to a few lessons on analysing the latter
Window using the scaffold of questions. Secondly there are a number of things which
immediately become apparent. Some students believe that nothing comes from nothing.
Looking at a picture with no analysis or tools for analysing will not get you far.
Enthusiasm seemed to be the key element of Anne’s lessons – both for herself and the
students. What was the secret to this intense interest in a Year 8 English class? Anne’s
own enjoyment was seemed to be contagious. Her acceptance of their analyses was
critical and her willingness to allow the students’ analyses, questions and suggestions
to steer the lesson also helped enormously. This is born out in the latter interviews. She
kept the lesson alive by moving it along. The students; enthusiasm, meant that they
were in control. “Let’s discus this” one student said, and so they discussed the actions
and related messages.
Anne’s focused analysis helped materialise further discussion but they failed to combine
resources. However this did not phase her. The students made valid connections using
only single visual elements and their messages. Only one at a time and this seemed to be
enough.

Colour

5 minute spiel on colour
Colin: I’m going to do a quick 5 minute spiel on colour so. Write colour on the back or a

new sheet of paper. Colour is a very powerful thing in visual literacy. There is an article..............nex
time. The colours they have been painting high school shave been really well thought out
because colours impact on our emotions. They want students to be enthusiastic about
their learning, so they are now painting colours that will make them feel at home,
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and intrigued and enthusiastic about school.
Sts complaining about some of the colours used to paint classrooms.
C Already you people are beginning to realise that colours produce definite feelings
and emotions to catch students. What we’ll do is look at four aspects about colour with
what is left of the time. The first thing is called colour saturation. Could we put that as
a heading?
C I think will just use the posters around the room because they illustrate what I’m going
to talk about very well. If you have a look at the one here. That is really highly saturated I
n terms of colour.
Sts red, pink, black.
C Take this one for instance, this has high saturation because they want to give you
the idea that this guy is active.
Sts It shows summer.
St No it doesn’t it shows the past.
C By colour saturation we just mean the amount of colour in it. For instance if there
is not a colour in it, there is not much red in red or blue in the blue. You get more of
a grey colour.
St Yeah, like that forest window.
The painting above it hasn’t got much colour in it at all.,
St Like night falls.
C Night Falls? Yeah I think you’re right. The blue doesn’t have much blue in it does it?
That Night Falls poster, that is very accessible in the way they do it. They have a low
colour saturation in the blue, to give that effect that night is falling. That has been
done purposely. I think some of the colours in the book you’ve got, are low
saturation, while others are a little bit more saturation; so do you know what I mean
by colour saturation?
Sts Yep. Yes
C Something that is more highly saturated??
St A lot of man made things, like gold. Gold is a man made thing
Discussion
C Rachel had a very good point because it is an offshoot that has to do with colour saturation.
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R Colour can have lots to do with writing because if you’ve got black on white paper
it makes it easier to read things, with my eye problem I have a blue lens, as you
probably know, and it makes me perceive things differently, as I would just under
normal light.
C So often the colour saturation in writing itself has a big effect.
C Can you find something in the book... Go on
Kathy I like bright colours like the curtains, sort of kiddish. Very bight colours like blue
and red.
C Very kiddish thanks Kathy.
St That one is
C Low saturation, yes in his pyjamas.
C Find for me a picture with high saturation in colour.
St A simple dish, because purple shows magic.
C So is that high or low saturation?
St Its high
St This one has lots of green
C There is lots of green in it, so its highly saturated. Let’s move on.
...
St Can you write what each one means?
A You’ve got that in your folder.
C Explained Bill Clinton picture - tepid colours to show the past.
Bell goes Almost a friendly riot.
“Keep going keep going!” “Give us more time.” au. (1584-1642).
Colin - Input in colour hue.
32.26
Contrast between the cool and the warm hue - now the warm hue catches your eye –
it is always the warm colours that attracts your eyes first. the cooler colours recede into the
background, don’t they (Anne standing on the side of cl rm).
This is the way they design their photography - their art, indeed in the book you’ve got,
what catches your eye first are the warm colours, especially where they have high colour
saturation - for instance in this particular frame, the boy in the superman suit has a highly
saturated red there - that’s a warm colour, it’s highly saturated
33.22
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because it’s highly saturated and it’s warm, it catches your eye first all right?
Colin Showing proportion (this particular picture has a low saturation point - there’s
not much colour is there? They are colours with low saturation for depicting the past –
this dull, washed out
33.54
anything that has (Yr 8 really attentive), I have one from Inform - it has low saturation
and therefore it is the past.
C It has low colour ...?
St saturation
C And therefore it is showing the past
35.01
Kathy Around the photo it is light and inside the frame it’s dark so it’s contrast.
C So that the ? park is not so saturated but it is in contrast to the darker shades of the photos.
Here we have the warm coloured clouds – they attract your attention first, they are low
saturation aren’t they, and a very dull kind of tone, (vi. 375-394).

Memo
These episodes show the use of modelling visual language for students. It also shows the
value of collaborative analysis in which student analyses and opinions are accepted.
So too is their everyday language (kiddish).

Colour - saturation, colour hue, colour tone, colour
brightness/eyeline, contour and perspective
These particular episodes demonstrate the class’s ability to discuss colour in its many
different forms, sometimes using their own descriptive language and other times using
the technical language. I was given the opportunity to give a mini demonstration of how
to analyse colour for its different attributes. This was done with the help of pictures and
the students were asked to write notes on paper for future reference.
I cited the occasion where High Schools were being painted according to the impact
colours will have on their students - the way colour impacts upon the emotions and
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feelings of the students (e.g. green instigates knowledge, hope, and promise). They were
obviously attentive as there was an immediate complaint about the colours that had been
chosen to paint their own High School.

Introduction to colour
I launched straight into colour saturation and seizing the opportunity to use the posters
which were pinned up on the walls of their classroom.
I referred to a picture showing a man dressed in a highly saturated red showing how
active he is. I explained that, “By colour saturation we just mean the amount of colour
in it. For instance if there is ... not much red in red or blue in the blue. You get more of
a grey colour”. I also referred to the ‘Night Falls’ poster on the wall showing a low
saturated showing that night was about to fall. We also saw low colour saturation as
depicting the past, being dull and washed out 33.54 (au. 375-380)
One student chose this moment to show how colour was at work in her especially
designed lenses. She stated, “Colour can have lots to do with writing because ...... with
my eye problem I have a blue lens, as you probably know, and it makes me perceive
things differently, as I would just under normal light (vi 38-43) (vi. 365-373).
As well as colour saturation I introduced the students to colour hue, differentiation, and
tone. I noticed that the students were “really attentive”. We went into the Bill Clinton
picture noticing that the tepid colours were used to show the past.
Then the bell went for Recess and there was almost a friendly riot. “Keep going keep
going!” they said. “Give us more time” au. (1584-1642). For colour hue, I used Sam’s
superman suit showing a warm hue which works to catch the eye first, noticing that it
had a high colour saturation also (32.26 vi. 375-390).
We looked at colour differentiation by seeing the contrast between the warm colours of
the sky and the cool colours of the city. While viewing this particular picture of the city
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contour we also spoke of the contour of the roofs and how eyeline could work in
combination with colour (vi. 398-410).

Memo
The above episodes show that the students were exposed to a metalanguage for
describing colour – the language of colour and how it works in visual images was
modelled by the presenter for the students.
Using their own language
The lessons which were taped and videoed had lots of group work where e students
cooperatively worked on their written responses to pictures in Window. They often
referred to questions asked by the teacher. The interaction was often done in pairs.
St/Nich pts out dark trees
G Yes its dark and it gets lighter (after turning the page).
(Students in a group analysing page with Sam and his cat. Geoff part of the roup +
other Nich who is recording)
(Students telling Nich what to write, he vets it first. Geoff looking quite intent on the
activity’s progress.)
Nich What else?
There’s the writing on the window.
Another st. There’s a contrast with the back (forest)
Geoff no we could write that next door’s have mixed it all to gain their money, because
its been cleared or something.
N Oh yeah. (writes) (176-185).
In this next episode Kathy describes the colours as kiddish. Kathy I like bright colours
like the curtains, sort of kiddish. Very bight colours like blue and red.
C Very kiddish thanks Kathy. (au. 1584-1642). When talking about colour saturation
another student said “This one has lots of green.” (au. 1633, vi. 35).
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In fact most students chose to use their own descriptive words to describe colour. Geoff
in his written response chose, “Colour - In the foreground the colour is plain and mostly
the same. In the background it is more bright and natural pulling the gaze towards it”
(Geoff student written response). For him plain colours and bright colours were “pulling
the gaze towards it”.
For another, “The man made stuff is grey boring colours”, while Anne was asking,
“What message are you getting through the use of colour here?” One student admitted,
“I don’t know”. Kylie that There are always different shades of green. With house it is
always the same colours and shades - regimented and that (vi. 369-373).
Contrast between the cool and the warm hue - now the warm hue catches your eye - it is
always the warm colours that attracts your eyes first. the cooler colours recede into the
background, don’t they (Anne standing on the side of classroom) (vi 375-394). Nellie
mentions tone in colour making “the hills stretch out far away.” opinion/judgement“
The colours outside are all natural” (Nellie student written response)
Others mention darker and lighter colours as you turn the page (Nigel au 928)
Nellie explains how the colours are darker back further and lighter around here which
shows the vastness and how big it is. and how they’ve spread and (vi. 108-109).
Another student shared her analysis with the class saying, “The colours inside are
boring Your face is drawn to the colourful view al the colours are natural outside the
window. All the man-made things are made to look boring and plain to the natural
....... in the picture so that when nature seems prominent and all the man-made stuff is
made to look insignificant” (au. 981-989).
In her written response, Nellie follows her teacher’s cue in using adjectives to describe
colour (saturated, soft tone and colour hue). She wrote,
The colours outside are all natural to convey a rustic bush feel and the
colours inside are simple and beige to convey a simple country home.
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But the foreground colours frame the background and take focus to the
outside and also because the lady with the child interrupts the right angle
of the bottom left hand corner of the window your attention goes to her
first and then follows the gaze of her eyes to the outside which your eyes
naturally go to anyway because it is colourful and inside is boring.
(colours, gaze and eyeline Nellie student written response)

On other occasions during the lesson students were able to describe colours
as saturated, cool, lighter or contrasting.

N Sam is drawing on the window and he’s looking and so on.
St The colour is saturated and the soft tone, its more cool
N Yeah, it looks more like a.
St And there’s contrast in the background.
G Yeah, yeah where the mountains are.
N Because it must have been cleared or something and a lot of the mountain
side looks lighter (au. 613-618).
C Can you say that again it was good.
S The colours inside are boring Your face is drawn to the colourful view al
the colours are natural outside the window. All the man made are made to
look boring and plain to the natural ....... in the picture so that when nature
seems prominent and all the man made stuff is made to look insignificant
A S could you read that response to the whole class please? Please listen to
S’s response to those two questions please - it is a very good one (au. 981989).

Memo
Student language valued
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Frame
Anne explained to the class that framing is one of the fundamental concepts in Window
- the viewer gazes through the window into the environment. This creates the messages.
Anne introduced the topic of framing using a drawn framing exercise whereby she
modelled drawing the frames on an overhead transparency for one window while they
did another in a guided fashion for Window 7 (a diagrammatic schematic form of what
is actually on the page). The students enjoyed the experience even though some were
not confident - “It won’t be a work of art anyway”.
In the following critical episodes there is evidence of the students viewing the resource
of framing as merely the external framing of what is viewed as well as the spaces
created by the lines within the picture itself. It is also significant that the students pair
framing with other resources such as salience or line.

a. External framing
Kylie in her student written response sees motherhood as framed in the view.
(vi. 15-16).
Nellie sees that “the tree sort of frames - all this (points to middle of yard) it
frames this (the tree on RHS).” She then moves outside the yard and states
“they are always walking this way (L-R) this way over to this (turns page).
That symbolises that they are walking into new territory - that they can rip
apart” C great - have you got that written up? (vi. 243-247).

b. Framing as internal spaces
Kathy I noticed as soon as he gets older he uses more resources and takes more space.
and it makes more impact on the environment because outside the fence all the impact,
all the rest of the world is making but inside the fence he’s making an impact himself
(vi. 25-27; au. 1558-1561).
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Nellie sees that “All the bush and natural stuff seems to be going everywhere, whereas
the fence and the clotheslines seem to make it more particular” (vi. 15-16). Nellie also
identified what was leading onto the purpose of the fence - to keep all your resources
and possessions as well as to prevent Sam from wandering off (au. 1562).
Kylie sees that “the houses kind of cut everything off a bit more. You don’t get drawn
up into the sky anymore,” while (au. 646-51) later in the book she sees framing, as
created by the lines, as being more parallel. She sees the bush as going out by its
eyelines. Nellie replied that it is wild - it’s just anywhere” (au. 680-690).
Anne also did an exercise in which the students had to identify different spaces within
Window 7 by showing them how the framing works - the natural bush, house
development, house, wood pile, car, truck, toilet and the cat (vi. 543-556)
In Kylie’s written response she notices the effect of the fence as keeping him from
wandering off at the time (vi. 313-315). The fence separates the private world from the
public world as do the house and the road (Kylie student written response). Kathy has a
similar message for the framing of the fence - that outside the fence his impact is on the
rest of the world, whereas inside the fence is where he is making his impact. As he gets
older he uses more resources, takes more space and has more impact on the
environment. Nellie states that the fence stops him from wandering off and this forces
his parents to take ownership - “shows possession” (Kathy, Nellie and Anne au. 15581566).

c. The congruence of frame and other resources.
Anne was emphasising what was important for your eye. This dictates where your eye
goes first. A student thought the house “because the clearing frame the house as well”
(au. 28-9).
Nigel in his group was arguing the point and not accepting everyone else’s word. He
said, “Congruence of lines and gaze invites you out of the frame into view.” Then he
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critiques what he sees in the view as Everything that is man-made is straight and
unnatural. It’s all being modernised.”
Memo It remains apparent that Anne’s questions and support of the students enabled
them to take on board the concepts of framing at these three levels - external framing,
framing as internal spaces and the congruence of frame with other resources. What
keeps coming up in the transcriptions is the attention and engagement of the students in
their analyses. Also their collaborative approach and willingness to explain to others
their reasoning. They also tend to be very critical of each other’s responses, keeping
each other ‘on their toes’ so to speak. It tends to make for a more astute creation of
answers and responses for fear of not meeting the “requirements of their peers”.
Tandem terms were used as students paired frame with other visual resources.

Symbol, meronym, stereotype and index sign, sign, social myth
The purpose of this series of critical episodes is to show instances of the students use of
the semiotic terms symbol and meronym as well as the class’s consideration of the
concept of the social myth. As a class they have done plenty of work in symbolism and
they tend to pick out symbols quickly and certain students have been heard stating that
certain things symbolise something or that they signify a certain meaning. Sometimes
they do not use these terms at all and simply make connections between the elements of
the picture and a meaning e.g.
“Rabbit caging nature, teddy - violence or neglect, horse – domestication. The superman
suit shows power over the fragile box” (Nigel V student written response).
The rabbit symbol was taken up by Anne. And she asked the students to comment on its
significance. A student saw the rabbit in a cage as significant. The Anne probed a little
further. Another student said, “In the cage it is being trapped”. Anne saw this as nature
“being caged literally by humans.” Another student analysed this as a domestic animal
being an introduced species. Anne concluded, “Right so there’s that social comment
there” (au. 149-156).
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Another students linked the teddy to the real bear. “They’ve made it so that it is a fake
animal not like real nature. So its something it is not supposed to be”. Anne draws more
from the discussion. She asks, “What view point is made?” A student observes that
they’ve changed it (au. 158-161). Then Anne and the students further observe that the
arms ripped from the teddy signifies “destruction” (au. 162-169).
Other symbols volunteered by the students are Sam aiming his sling-shot at the pigeons
symbolising man killing more nature (Geoff student written response), and the toilet
representing pollution and civilisation (Kylie student written response) Nellie wrote,
how the Slingshot “directs your attention outside…symbolises the destruction one boy
can make…The firewood symbolises the destruction of the forest/civilization taking
over…The helicopter symbolises modern technology…the frog in the jar represents
trapping all animals” (Nellie and Kylie student written response).
Colin explained the term meronym using the proverbial crown example (vi. 95-96). I
took the concept a little further using the cover of Window as a meronym for the rest of
the book. A student elaborated on this by stating that the clearing keeps going (au. 7174). Another referred to the whole book being a cycle. I added the idea of Jeannie
Baker’s cycle in The Story of Rosy Dock i.e. the circular design of the grasses (field
notes, 23/10).In their written responses Geoff and Kylie saw the bird as representing all
wild life. The firewood re presents all of nature being destroyed for firewood.
On occasions the term stereotype was used. For instance, a student noticed that a
mother was hanging out the washing with her son by her side. Anne immediately
responded with, “Right, that’s what we’re seeing, and let’s take it a step further.
Another student explained that the lady was fitting into a stereotypical mother, not
necessarily a REAL mother and that she was putting clothes on the line with the baby
quietly pestering her and playing among the clothes. Another adds in blue clothes. Anne
was excited about this particular finding and adds, “In blue, yes stereotypical blue
colour” (au. 1545-82).
The term metaphor was also used when referring t the curtain in the window of the next
door house which appear on most pages in the book Window. I offered the curtain as a
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metaphor for the fragile state of the environment but with little success. However Kylie
picked up on nature crying. “See this one see the rain going down there. Looks like
nature’s crying because of what happens to it.” C “Sort of a metaphor” (au. 462-466).
The term index sign was also used but not to any great effect. I explained an index sign
through providing a few examples.
If you see a bullet hole, in a jam tin, you think “Oh”, You know someone has
shot at that. You can’t see the gun. You can’t see the bullet. You can’t see the
smoke from the bullet, but you infer that it has happened through a gun shot.
This one you can’t see the ball. There is no evidence of the ball, itself but there
is evidence about where it’s been. That is an index sign. You make a
connection, just like that.
Then I tried to apply the notion of an index sign to the picture we were discussing ( the
broken window with the trophy. The students reverted to their analysis using
symbolism, but did it very effectively.
C This trophy knocked down in the window - what’s the significance?
K….. The home is like the nature. The trophy symbolises victory.
Discussion about whether or not the trophy symbolises victory or not.
Nellie The boys are showing you the skills with the football and they’ve knocked over
the trophy, and they’re getting too far ahead of themselves like their knocking down the
victory. They’ve destroyed nature so they are getting too far of themselves……
K I think it is too, its all the damage they can already do at their age,........and
they’re already destructive
St And they’re not even adults (au. 306-327).

Sign, social myth
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The purpose of these episodes is to show the times when we considered critically the
social construction of myths. I started off explaining about the existence of signs - signs
everywhere. I illustrated signs using the signs that existed within the classroom. And
then I referred to the sins that existed within the book we were studying. In so doing I
led them to realise that the signs which we come across in the visual point to the social
ideals or social myths. Using the page we were studying I cited the framing - the fences.
“What’s the ideals, myths our society values here?” I asked, to which the students used
their own world experience and said, “They’re a sign of ownership”, “security” and
own personal space”. I followed these contributions with the suggestion that, “In
Australia we have the social ideal of owning a black of land,” and asked, “Do the
Aborigines have that social ideal?” I then stated, that they have a different organisation
of the bush.” (au. 516-535).

Memo
Two things remain apparent from the students’ use of these terms. Firstly the teacher
was able to lead particular students to the realisation that we can think in terms of
cultural messages and implications when analysing a visual in these ways. For instance
it may be difficult to construct cultural and social messages concerning introduced
species, the destruction of our natural environment, the traditional blue for boys, and so
on, without first looking at the symbols, meronyms and stereotypes which trigger such
ideas in our thinking. The term index sign seemed to not serve any purpose. Maybe the
term symbol may serve to include indexical signs, after all a small hole in a window has
become a symbol of a gun in use.
With regards to the concept of the social myth, the term itself served no
purpose except to point out the social myth which may be motivating the signs
on the page. For all intents and purposes it was the message of the visual
which coincided with the social myth. For instance consumerism and the
priority of owning possessions seemed to be the messages in the students’
minds being conveyed by the fences, backyards and the shopping centre.
These also, from their world experience, happened to be the social myths
behind these signs. The term social myth did not find any currency within the
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study but this did not seem to discount the idea that messages were embedded
within the values of a culture and the values and beliefs of the viewer.

Line
The purpose of these critical episodes is to show instances of the students consideration
of the semiotic resource of line. Here we have Nigel deconstructing his picture in the
light of what others had said in his group. He concludes that the “congruence of line
and gaze invites you out of the frame into view.” Then he criticises this summation
by stating, Even that is man made is straight and unnatural. It’s all being modernise(d).
He also sees the bird “flying away from the modern world” (Nigel V student written
response). Geoff states similar ideas but uses the term “congruence of line and gaze”
(Geoff student written response). For Kylie the lines are at work to lead your eyes to
the bush and directs them further to turning the page. She believes that the viewer is
required to ask why the house is there on the cover. She sees the man made lines as
straight, harsh, sharp dangerous, hard and solid, whereas the natural ones are curved and
soft (Kylie written response). Nellie has similar ideas in her written response.

Memo
It remains apparent that the students mentioned are able to analyse a picture for its
potential meaning using line. They link it with the gaze of the viewer and explain how
the viewer’s attention is manipulated within the visual (semiotic interdependency).
This shows their ability to link together two resources and explain the resultant effect
their combination has on the viewer.

Foreground/background
These terms are used for textual purposes in order to organise the image into two basic
categories - the foreground and the background. What is important here is the students
ability to relate one partition to another.
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In the recording Anne focuses her Year 8’s attention on the colour of the foreground
and background. She checks to see if everyone knows the difference between
foreground and background. She then directs them to inside the house (foreground) and
outside the window (background). She asks them to look at the contrast in colour in the
foreground and in the background and asks the question, “How is there a contrast and
why do you think there is a contrast in colour? In other words, what meaning, what
message is the author or illustrator trying to convey to us by colour?” The following
episodes are their response.
A Don’t forget you have notes on colour and to one if you need to use it.
N - inside, outside the window,
St a boring beige colour.
G You go straight to the middle.
N The foreground has got more splashes of colour.
N and G discussing colour of f grass.
K Its more wild.
C The pastel colours frame the picture.
K Yeah, the background has more splashes of colour.
Sts Discussing foreground and background (au. 938-57).

In her written response Kylie writes:
The background is the uninhabited part and is important to the future,
whereas the foreground isn’t really important except the fact that there are 2
human beings and a lizard. The background is less developed and it gets
more developed as it gets closer to the window (Student written response
Kylie).

Memo
Critical questions are used linking terminology with illustrator’s message
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Known/unknown, New/salience
These episodes show the teacher and students deliberating about trends in the book as
constructed by the resources of Given and New and the effect of direction. Anne the
teacher of these lessons Bryce the students’ attention to the concept of Given and New
by asking the question “What is salience?”
Kathy answered, “The most important thing.” Anne then says that The focus of
attention is the woman. She is in Given position
She further explained that Left is generally in Given position and then just as she was
about to explain the Right position a student volunteers the “Unknown”. “Known to the
New,” elaborated Anne. She then said that she wanted them to write this down so that
when they did this themselves they would have a pattern (au. 913-919).
She further explained that in the west the Known is on the left and that this is why most
people said that the house was on the left, adding that the bush was New and was on the
right.
Anne asked them to open the cover “so that you are looking at cover as a whole. I want
you to write a written response - How does the description change with opening the
cover” (au. 1925).
My field notes recounted how the students did just that. “Others mentioned the
difference between the front cover and the unfolded cover - how that here is the house
as the theme position GIVEN which move into a NEW position once the page is
unfolded” (field notes 23/10). In her written response Kylie stated that when you open it
the book cover it shows the bush on the LHS and “it is supposed to be there”. The house
looks out of place. When opened out the house is on the RHS . “It might develop
everywhere.” And the data explicitly gives other instances where the students delineate
what is on the LHS, or is the Known or the Unknown/New. For instance Geoff put the
old toilet in Given position and Nellie saw the woman as salient in Given position
stating her motherhood (Student written responses). Other instances are as quoted:
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Colin: Somebody mentioned the picture on the LHS. What is the significance of
the picture of the rainforest on the LHS?
Student: What it used to be.
Nellie: They have to paint it back.
Student: That was the Known and the other is the Unknown.
Colin: That’s good, Given and New. Terrific (au. 394-9).
Anne: The house is on the left.
Students: Discussing
Anne: The house assumes salience.
Nellie: House is significant. When you open the book, the bush is significant.
The bush is significant but the house is the New (au. 41-5).
The interesting turn in considering Given and New is when the teacher and students
combined this with direction.
Kylie noticed that, “All the people and the trucks seem to be moving from left to right.
There’s this one old guy with his truck and it says jokers on it and they’re moving right
to left. They want to move back into the past - they don’t like the new things (au. 6368). Kathy also mentioned direction and said, “ If you look on the last page - the town is
over to the left and all the people are walking this way to progress more.” Kylie
elaborates with, “That’s the known and that’s the unknown.” Nellie related similar
ideas (au. 634-44, vi. 72-75, au. 654-58). She explains that the town Sam has grown up
in is on the left and that all the people are walking left right. They are progressing by
“ripping into more bushland” and “taking over more things by just walking over that
way to where the bush is disappearing (motioning left-right with hands) (vi. 232-238)

Memo
It is significant that these students seemed to be able to delineate what was known
information on the left hand side of the visual and what was unknown or new
information on the right hand side. They also appeared to be able to take this concept a
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little further and show that Given and New can also be integrated with what appears to
progress in the left right direction or what appears to go against this culturally
appropriate direction (cultural motivation of terms).

Perspective
The purpose of this short episode is to show that some students at least, did consider the
effect of the kind of perspective used in the painting of the house on the cover of the
book. Geoff, Kylie and Nellie also, decided that the perspective was actually an
isometric drawing looking down upon it - and that the effect of this was to depersonalise
it (Geoff, Kylie and Nellie, written responses). In other words the students were free to
consider the issues behind the book, without becoming too personally attached. The
house was not inviting them to walk down the path and in the front door because the
angle was looking down upon the house. Nellie thought that the variations in tone
created the effect whereby the hills stretched far away into the distance (the effect of
perspective) (Nellie written response).
With each window there was a polar perspective moving into the distant background.
This was taken up by myself in the analysis. The students were able to see the effect and
one thought that the perspective make the window close to the viewer.
C This whole frame has perspective moving backwards. What do you think
the effect of this perspective is? Where the lines move backwards towards
the bush? What’s the effect? Why did Jeannie baker have that perspective
with this line going this way? (Colin pointing in book)...... ....
K It’s directing you to the centre of the page where most of the activity is.
St And it also makes the window the closest thing to you (vi. 427-434).

Memo
Perspective was at least used a few times in the students’ analyses. It’s potential as a
semiotic resource for establishing latent interpersonal relationships between the
visual image and the viewer cannot be over emphasised. However it seems that we did
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not have many instances nor the time to go into this semiotic resource in much detail.
The only other buildings which were involved in the whole study were the old house in
The Story of Rosy Dock and the surrealistic structures in The Rabbits.

Gaze

The purpose behind the following critical episodes is to show the nature of the students’
understanding of the concept of gaze and how it is used to understand the interpersonal
relationships set up within the visual and between the participants in the visual and the
viewer.
The students were able to pick up on how characters in the visual were looking in a
certain direction with the end result that the vector of the gaze is contained within the
visual. So we have students such as Kylie , Geoff and Nellie saying things like, the
mother was looking into the bushland, Sam was looking outside the window not looking
specially at anything, and Sam was gazing at his own name written on the window
(Kylie written response; vi. 196-197).
The other aspect of gaze which the students picked up on, was the idea of the character
in the picture gazing or not gazing, at you the viewer. In other words gaze is seen as an
offer or demand (of goods and services/information). In introducing this aspect of gaze I
gave each student a sheet of notes on Gaze. It considered all the related aspects of gaze eyeline, no eyeline, attitudinal horizontal angle, attitudinal vertical angle, gaze and
culture, and close-ups to very long shots. I then explained each term and went through
the different pictures referred to in the worksheet, thus guiding them in describing the
gaze and working out the related message.

Visual Literacy

Gaze

Worksheet

When the eyeline is directed at the viewer there is some kind of involvement. Persons
making demands use facial expression, social distance, vertical angle and horizontal
angle. People usually demand information or goods and services.
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When analysing a person’s gaze we should ask the questions,
“How are you the viewer expected to react to the subject’s gaze?”
“What kind of relationship does the gaze set up between the subject and the viewer?”
Where there is no eyeline directed at the viewer there is detachment. The person is
offered as information. See OH Skytracker
Attitudinal horizontal angle (involvement to detachment)
Attitudinal vertical angle (power relationships) See OH
Gaze and culture Direct gaze in an Anglo-Saxon culture is seen as confidence,
attraction, hostility, fear or respect. An averted gaze is seen as shyness, submissiveness,
superiority or disrespect, depending on the context. Close-up to very long shots
(separate sheet)

Activity Using the above terms, describe the gazes on the yellow sheet.
Text

Describe the gaze

What is the message created
for the viewer?

Girls toast of the coast

Bulletin WANTED
Dentist downs drill.....

LOATHING

Life style

Gates richest person......
Read all about it.......

Zoos boom gives tigers....

Colin Hadfield MYLC WDO 1999 Ref’s Quin (1998) Kress and van Leeuwen (1996)
75

Using these notes and the related visuals I explained that the eyeline goes from the
character’s eyes to ours (the viewers), and that this demands our involvement. We need
to be involved and respond to it. Using the film poster on the wall of the classroom, I
explained that it demanded that we go and see the movie. I also talked about how the
person makes a demand - through his or her facial expression, social distance, vertical
angle or horizontal angle. In this particular poster there was no horizontal angle. He was
looking straight on demanding our attention. Sometimes characters are portrayed to
look ‘side on’. The students were all excited as they searched for a poster with a ‘side
on’ gaze. Eventually Nellie found one (au. 999) which showed the person at 45 degrees
which was a ‘passing by’ kind of gaze. The character is racing by us and we don’t get
all that involved, but we look at him. I made the generalisation that people looking at
you usually demand a response, either providing information, or demanding our
services. I then referred to the demanding gaze of the man in the picture captioned 50
000 people for the Olympics. He is demanding that we give our service to our country
by volunteering our services at the Olympics.
Having this kind of information about visual images helps you to ask questions like,
“How are you as a viewer expected to react to the subjects’ gaze?” “What kind of
relationship does the gaze set up between the subject and the viewer?” “What happens
when there is no eyeline?” (There is no eyeline between the person and the viewer they’re not looking at us.)
I then asked, “What happens when the person is offered simply as information? I
showed some transparencies of people offered as information, and explained that we
need to work out what is happening and what ‘so and so’ is doing to whom? The
eyelines in one particular picture showed that one character was looking down on
another. He had the position of power. He was looking at the other with ‘disdain’. These
eyelines set up vectors between the different characters and this interaction or
phenomenon, can also be offered to us as information. This is because there is no
attempt by the characters to relate to, or gaze, at the viewer (au. 1015).

76

I needed to explain the cultural link between gaze and cultural practice. A direct gaze in
our culture, is often seen as confidence, attraction or hostility (au 1027). An averted
gaze usually means shy, superior, or ‘couldn’t be bothered’. However a downward gaze
by an aboriginal person, can mean something entirely different to what we know and
experience in western culture.
The teacher Anne often provided guidance to the students both as a class and
individually. As with most of her lessons Anne not only allows students’ questions but
seems to encourage them. When some students and Anne were discussing whether or
not a character’s gaze was focused on the viewer, one student asked “What type of gaze
is that?” (au. 1072) to which she responded, “Mr Hadfield spoke about this, He (the
person in the picture) is self satisfied. He is literally looking down his nose at people.”
Another student asked, “Is he looking down his nose like pitying you?” (au. 1074) Anne
replied, “Yes, remember what we said before about pictures manipulating emotions,
especially newspapers. How does that manipulate the viewer’s emotions, that one of
Bill Gates? Anne provided the needed guidance by referring to previously acquired
knowledge, describing the picture in question and asking a critical question in return to
provide them with the next step towards critical analysis.
This next step was when the students began to discuss his power and control. Some
thought he looked proud. Anne summed up the students’ discussion with, “No we
don’t (have a positive feeling towards Bill Gates). He is smug self satisfied. He is
looking down on us people. So that manipulates us. We don’t like him....That’s the
reason the paper did it. That’s what they are trying to do to us OK” (au. 1084-86).
Having discussed power relationships she cites one student who thought that Bill Gates
was making eye contact with her but she herself thought that he was looking past her
into the future and that she was insignificant and not worth his attention (au. 1101-2).
Later in the lesson Nigel was able to tell me that Bill Gates’ gaze was saying “the
richest man in the world again. He’s looking pretty powerful and confident”,
“demanding our respect” (vi. 452-496).
My notes reveal that the students were all agreeing with her statements all through the
lesson showing their interest. For Homework I asked them to Describe the gaze as per
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the workshop and the sheet of pictures which was provided. “They did it!” The next
time I came most of the students had these sheets completed ready to share with me (au.
991-1044). Kathy and others were able to offer what they had done with these pictures,
and seemed to know what they were talking about:
With the Life Styles picture Kathy reported:
“This one offers information.
...... That’s the girl bitty one - this one offers information as well as demands
involvement because the girl is looking at you whereas he is more casual
and looking off into space - so that’s more offering. So a bit of both (Kathy
au 1053-1057). She later wrote, “It is also suggesting that the viewer will
be cool if they wear this” (Kathy written analysis). Kylie extrapolated the
following message from her analysis. “The message is you will like to and
you would be cool to wear these clothes. And you would be a really popular
person and you would be one of them.....Front on gaze which is offering its
goods.” (Kylie written analysis, au. 1170-1173). Nigel writes that “it’s
getting our attention to sell a product”(Nigel written analysis. See also vi.
470).
With the cyclist picture, Nellie thought he was looking down, not at us and that he was
embarrassed. Anne said that he was in a state of despair. He was trying to gain some
sympathy (vi 21.19 452-455). With the 50 000 needed poster Kylie and her friends
analysed this as a picture of a man looking slightly left, but straight at you with a
demanding gaze making you feel as though you are needed (vi. 22.50. 460). With this
particular poster I provided a little extra support with reference to the “Uncle Sam”
poster demanding the services of young men for the US army (vi. 509). Most students
were able to understand it as a font-on gaze demanding goods and services.
The picture Dentist Downs Drill, Bryce some interesting deliberations. Nellie thought
that “he is gazing down into the circle as though it is the mouth of a patient.” Her
message was that “He’s offering his services or showing how he enjoyed being a
dentist.” For Kylie the picture shows “a front on gaze looking upwards as though he has
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power because he is above.” “The dentist is offering his friendly services which brings
an honest relationship” (Kylie’s written analysis).
Kathy thought that “he was looking down your throat because the lights were behind
him (written analysis), and it’s demanding because he wants to be your dentist. He is
not staring directly at you but he is smiling at you the patient” (au. 1140-1142). One
student picked up the concept of the worm’s eye view - that the viewer was inside the
mouth as it were. “You’re the worm looking above at the person who is about to do
something to you” (au. 1158; vi. 30.21 498-538).
The picture from the Mercury entitled Read all About it picture from the Mercury,
brought some interesting findings. Most saw that we the viewers looked up to the two
Woodlands identities. Nellie said, “Us the viewer, we feel like we look up to them in the
picture and we also look up to them really because they’re the social leaders.” (au.
1193-1194). In her written work she wrote that one of them is looking down at us as
though we are powerless and one is looking up to the future.” Kathy wrote similar
comments adding that it suggests that they are looking into the future to where they are
going to take us. Nellie wrote that the camera angle conveys the powerlessness and their
positions tells us this.”
The students thought that the tiger picture Zoo Boom Gives Tigers... directed the tiger
straight at the viewer. This they found to be confronting showing the power of the
animal - the demanding side of the picture. At the same time most found the visual to
offer information.(Student written analyses, au. 1203-1217, au. 1047-61).
Space does not permit me to mention the rest of the pictures they analysed. However
we treated the concept of shot in class - long and close shots. The students were given a
series of photos of the same girl and they had to label them according to the kind of shot
that was taken by the photographer. We decided that the very long shot represented a
formal relationship. The long shot represented the participant as a stranger. The medium
long shot suggested a close social relationship. A Waist up photograph represented a
mere acquaintance, while a medium close or the close up shot suggested a more
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personal or intimate relationship, inferring that you have a close relationship with that
person (au. 1033-1040).

Memo
Several things become apparent when reviewing their treatment of gaze. The students
appeared to be able to analyse the high and low angles of the photographs as well as
whether the characters were offering or demanding goods and services or information,
albeit with some guidance from the teacher and myself.
What was significant were the questions the students were asking each other and the
teacher as part of their analysis and integration of the visual images. Their self imposed
questions seemed to be part of the analytical process and were asked at precisely the
right time.
At times Anne summarised what the students were saying or trying to say thus offering
it as a model of critical viewing getting to the meaning and the message of the visual.
Certain students showed that they could analyse the pictures using the concept of gaze
and link it to the cultural meanings, social meanings and messages e.g. feeling of
powerlessness, we look up to them as social leaders, feel as though you are needed,
cool to wear these clothes, demanding our respect, or not worth his attention.
The treatment of eyelines was more in keeping with the Kress and van Leeuwen (1996)
rendering of the vector involved in looking. The completion of the homework seemed to
be testimony to their interest and commitment to the visual literacy program. They had a
distinct ability to relate to message.

Frame/message/vertical/horizontal/salience/size/meronym/line/ey
elines
The following episodes is an excellent sequence which was left in tact to show the
teacher’s technique in stating the purpose and moving the lesson dynamically from one
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analysis using a term to another for the purposes of unpacking the message of the visual
text. The pace of her collaborative analysis kept the lesson alive and maintained their
interest.

With Window 7 Anne begins with, “What we are looking at is how Jeannie Baker is
using framing to create the message on the page. Look at the diagram and the picture.
What is framed off in the picture?” A student responds with, “The view out of the
window.” Anne then asks them what the verticals and the horizontals do to the readers
gaze? The students are shown that the viewer is directed to look out the window and
Sam trying to shoot the birds. One student thinks Sam is salient because of his size
while another realises that he is threatening the birds. Another student showed how
Sam’s gaze, the line of Sam’s arms, the open Window and the catapult directs our
attention to the birds because he is going to destroy them. Anne then focuses the
students on what message is revealed by Sam’s action, body language and the lines of
his body. Kathy concludes, “This shows how much threat an individual can be to the
environment.” Anne then shows them how Sam is a meronym for humans and redirects
them to what is framed off or separated. Students findings were, the natural from
unnatural, and the fence separating Sam’s private world from the outside world.
Anne moves onto fence lines, roof lines as part of the frame, and curved lines and asks,
“Now what is it telling us, what is it showing us?” Nellie states that Man made things
have straight angles and natural things are curved. Others state that man made
things are more overpowering, and that pointy things can hurt you but soft curvy things
they can’t (au. 1238-1309).

Memo
The point of this episode was surely that when you have the students’ attention using a
visual text, vigorous questioning using the terminology with frequent sidetracks to
what this means, or what message does this give the viewer, seems to keep the students
focused for a definite purpose. They seem to be so engrossed that they appear to be
reading and viewing like an artist or illustrator. They seem to be co-illustrating the
book themselves with the artist.
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What is apparent in reading through the transcript is the times Anne had to redirect the
students into the analysis she was pursuing, the resources she was trying to focus on.
She wanted to focus on framing. They wanted to pursue line. As happened quite often in
the lessons, Anne allowed them licence to pursue their own line of analysis or
analytical reasoning and went with it - guided them in what they wanted to ‘see’ in the
image. At the end of this particular episode the teacher was heard to comment
“excellent Year 8!” The atmosphere in the lesson was such that the students’ focus and
excitement in pursuing their ownership of their analysis was electric. This was, in no
small part, due to the approach and technique of Anne in how she taught the viewing
lesson.

Summary of Visual Literacy Terms used in Window
Tone – dark, dull, light, soft, shade
Saturation – high/low/tepid (past)
Colour

Bright, dull, boring, natural, regimented, prominent
Hue – cool/warm
Contrast, differentiation

Salient/dominant/most important thing

Context

Salience

Response

Synopsis

Size

Description

Centrality

Judgement/Opinion
Separate/sectioned

Framing

looking

(External)

isometric

(Internal spaces)

Perspective

Fenced off

down
depersonalise

polar

frontal

Moving backwards
Goods and services
Eyeline
Gaze

Offer/demand – involvement
Information

Gaze and culture:

Non-eyeline – detachment – offered as

confidence, attraction, hostility,

Facial expressions

fear, respect, disrespect,

information
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disrespect, superiority
front on
Angles (camera)

Attitudinal horizontal (involvement to detachment)

side on

Attitudinal vertical – power relations – gazing down

passing by

Worm’s eye view – powerless
Close-up – personal/close relationship

Repetition

Waist up – acquaintance
Medium – close social

(Social distance)

Long – stranger

Foreground/background

Very long – formal relationship

Left/right/LHS/RHS

Given/Known position – Theme, Salient

Direction – what is culturally appropriate

Unknown position

e.g. left-right = progress

Proportion
Scale
Size – compared to, insignificant/vastness

Shape/contour

Actions – vector
Trajectory – do-ers, done-to/lookers/looked-at, thinker,

Vertical/horizontal

what is thought, sayer, what is said “the verbs”
Changes – page to page/in comparison to/what is New

Diagonal
Line

Man-made -

Movement – left, right / progress

straight, sharp,

Body language, eye contact

natural - curved
soft

Semiotics
Sign, the viewer, the subject, culture, cultural message, social message, metaphor, meronym,
symbol, stereotypical, motherhood, index sign, social comment, icon, gender, represents
social myth – racism/multiculturalism/money/possessions/commercialism, social comment,
signifies e.g. strength power, convergence, congruence, manipulating emotions, message,
intrusions, directs your attention, leads on to, interrupts.
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The Rabbits

Assessment criteria : a critical response (visual literacy)
Name Kathy 8P
Context
Much more advanced than earlier responses
Gives the general messages as related to the rabbits and the numbats - introduced
species and native species: English and aborigines.
Gives a time setting - last two hundred years
Synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the aborigines went through because
of the white settlers.”
Enumerates each event
Description
Highly analytical making connections between the visual elements of the pictures and
how they relate to the stages through the episodes of the narrative and what this all
means in terms of the combined messages of the book.
opinion/judgement
Kathy enumerates all the visual elements used by the author/illustrator. She brings out
her opinion as to the main message projected by the illustrator: “I think it is very clever
how Shaun Tan has used the rabbits to represent the white settlers not only because they
are an introduced species but also because they were a plague that brought death and
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destruction wherever they went, just by their presence - and this is exactly what the
white settlers did to the aborigines.”
She passes judgement on the rabbits, “to see how the aborigines really had no chance
against the settlers who only fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of what it would have been like to
be right there at that time.” Then she finally turns the focus back on the artist and shows
what the artist wants the viewer to think. “The artist wants the viewer to think.........”
colour hue and saturation natural clean clear colours
more dull and artificial
shapes change from curvaceous...sharper like city buildings
“The environment has been remoulded into that of an uglier, colder, more hostile one.”
repeating symbols the clock, the eight arrow flags that points in all directions.
gaze very cold and hostile - hunter
venerable look - brings out the “hunted”.
offering information no communication with the viewer (historical information about
how the whites treated the aborigines).
angle drawn is up front - offering information
proportion of the rabbits: numbats seem almost nonexistent rabbits extremely
overpowering.
rabbits white colonists the do-ers
the numbats represent the aborigines the done-to
symbolise rabbits abstracted and sharp with “pointy, high, skinny ears that symbolise
their ranking and importance.
Numbats natural more realistic - curvaceous and more attractive.
very high colour saturation - the red rock: contrasting, symbolises the red earth
meronym fossils in the cave = many generations of aboriginal ancestors
a strong sense of the known and the unknown and their meaning
comparison superiority, tiny footprints insignificant in comparison to the harsh black
marking on the land.
actions: colonise, manipulate holding, showing
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body language: “The four rabbits are trying to teach the aborigines their way, as one of
them is sitting down holding a mechanical wheel and showing the aborigines
knowledge, but he has his back turned on the aborigine who is holding branch trying to
tell the rabbit about some of their knowledge.”
Numbers - rabbits are not looking at the land for what it is.........but labelling it into a
scientific category.
symbolise eight arrows going in all directions - to spread, colonise and take over
repetition of this symbol is important as it helps explain what is driving the rabbits.
storm cloud symbolising “a change in the weather.”
clock - symbolising time and how they brought it with them
“This suggests they are trying to put the puzzles of this picture into a real life version
and create a real life dream - a mission that is impossible.”
meronyms - “These are meronyms for the carelessness and destruction of the Australian
wildlife.”
Cows dragging a milking device with a clock attached to it - a meronym for cows
producing milk out of their normal time frame.
symbolising - symbolising the impact cattle had on the environment
Actions explained in picture - dissecting pieces of mountain....
Working by night, natural things labelled: “to show just how systematically and
scientifically they’re working.”
Colour - emerald green “which gives it a mysterious effect.”
dominant colour is brown + ripping: effect of war.
She gets down to the ideological position of the writer - how he positions the rabbits the British invaders: “more destruction of the land, murder, if not slavery and the
stealing of a generation of children from their parents.”
Another example is from page 12 which “indicates” everyone is moving around on
wheels minding their own business and “the individual can sometimes seem
unimportant.”
Yet another example of construction the ideological position is the reference to the
clocks and the strict time limit and “not by their natural sense of time or surround.”
Meronym: “sucking all the goodness from the sky.”
symbolises - the cold hostile environment
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Theme - “might=right” “A western theme”
“A modern western culture” a fake identity to hide the true one and how people feel
towards one another.
“......there is a huge, ugly, grey city that is cold, clustered and
crowded.”
This piece of writing has the most descriptive use of noun groups and modifiers so far
read.
e.g. “thick muddy trails”
“a set time frame”
“the dominant colour”
“their natural sense of time and surrounding”
“a line of black oil flowing outwards”
“an endless plain of rubbish”
Not connected explicitly. However, she obviously combines both in her analysis of the
message and the key meanings the author and illustrator are constructing.
Kathy continually focuses on the context of western culture - the problems westerns
face, thus bringing it back to her own world experience. That is the drugs, alcohol,
poverty in city streets and the stolen generation.
Repetition - of pipes. She relates this to the lifeless condition of our soil.
Dominant colour is brown - appropriate for the mood and message.
Her rendition of the final pages draws out the “depressed” feelings of both the numbat
and the rabbit but again she draws attention to the social issue of “reconciliation.”
Wonderful sentence structure making full use of the potential of sophisticated variations
in the clause structure.
eg. “There are hundreds of rabbits with pipes coming out of the giant rabbit-like
structure along conveyor belts as if they are factory made - this symbolises the cold,
hostile environment that the rabbits have created for their own children and how a child
can sometimes be thought of as a statistic, rather than a an individual.”
Rhetorical questions: “but at what price?”
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Uses modal adverbs such as “the individual can sometimes seem unimportant.”
“barely enough in the picture to reconcile”
Uses modal adjectives also eg. worse, unimportant.

Memo
This is truly a remarkable piece of analysis, reaching down to the depths of meanings
and ideological underpinnings of the illustrator as well as the overall messages and
themes coming through the book. What she does do so successfully is relate the whole
message and process of the book to her own thinking and her own world experience.
She then projects that back on the author and illustrator to offer to her reader what she
thinks is in the mind of the illustrator, what they are trying to say, and what message
they are offering the reader.

Symbol

The students were keyed into recognising symbolic representation. They soon were
talking about the symbols present in many of the pages in The Rabbits. Kathy and Nigel
spoke of the book symbolising the burial of aborigines and both stated that there is a lot
of symbolism in the book (vi. 572-580).
Kathy had the most to say about the book The Rabbits and took seriously her written
response to the book. She wrote that the rabbits are not looking at the land for what it
is.........but labelling it into a scientific category (hence the numbers). She wrote of eight
arrows going in all directions symbolising the spread and colonisation of the rabbits.
The repetition of this symbol is important as it helps explain what is driving the rabbits.
The storm cloud symbolised “a change in the weather” and the clock symbolised time
and how they brought it with them (Kathy student written response)
She showed how the rabbits were abstracted with “pointy, high, skinny ears that
symbolise their ranking and importance” (Kathy student written response).
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Nigel The message is about reconciliation about the white people coming and
taking over the native lands. Dm Dm
Nellie This is to symbolise that the children are being taken away.
Nigel That’s why it says “They’ve taken the children away.”
Geoff That’s right - they’re taken away.
Nigel They’re stolen.
Nellie about flying off.
Kathy That page really amazes me! Ni They’re just using flying because the
parrots are.
Kathy They’re all in dark - all of them are. - all the structures. I think that is
the cleverest page
Nellie I know (au. 1910-1921).

Memo
The above episodes seem to show the enjoyment, enthusiasm and confidence these
students had in personally analysing this a challenging book. It seems as though, when
given free reign on a text, and when students have been given a language for analysing a
text and have been provided with the analytical tools for doing so, the students will
relish the opportunity to do it alone. In other words, independent practice.

Lines/tracks

The students did not do a serous analysis of line with The Rabbits. However Kathy and Nigel were

recorded analysing the different pages for the tracks that were left by the rabbits, their machinery and
animals.
Nellie The machine thing is sucking away all the clean air.
Kathy Like the sky.
Nellie And it’s leaving the pollution in it’s place.
K And replacing it with all flat grey lines.
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And this is just so dull compared to here and here (turning to previous
colourful pages) (vi. 588-592).
Nigel and Kathy noticed that everywhere the settlers had been they’re always left
tracks. Kathy mentioned cattle tracks where they drunk from natural billabongs and
muddy tracks sheep tracks. “And here they are drawing the map of the land like
dissecting mountains ...... nothing comes from humans but destruction. He (Nigel)
pointed that out. I didn’t get that at first” (au. 763-770; vi. 559-570).

Memo
The students Nellie, Kathy and Nigel seemed to be able to see the contrast between the
different styles of line - sharp and curvy, and the effect of the rabbits drawing maps and
“dissecting” the land. Deep analysis. Group discussion and collaborative analysis
evident.

Repetition
Repetition in visual images is a textual resource giving the text structure and cohesion.
It is akin to the cohesion and reference systems in written language that gives the writing
some sort of organization and ‘texture’. Kathy has excellent understanding of the effect of
repetition in the visual images in The Rabbits. She wrote about the repeating symbols
of the clock, and the eight arrow flags that points in all directions and refers to the
ideological position of the clocks and the strict time limit and “not by their natural sense
of time or surround” (Kathy student written response). Their understanding of the
repetition of clocks is also well documented in the audio and video coverage. Nigel was
aware of how it started.
Ni ..This ship had a clock on it somewhere. Here. The settler brought the e time to the
land. K they’ve got little watch clocks in their coats. Everyone is holding a clock (au.
789-802).
Nellie sees clocks on every building while I try to focus on things repeated in the written
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text and in the visual, but Kathy and Nigel became more adamant about their interpretation
of how time was brought to the land.
C It goes right through the book, there is repetition and there is repetition in
the pictures.
K Like he was saying they brought time along with them whereas the
aboriginals lived off their natural sense of time (K showing page where there
were clocks and comparing it to the first double spread).
Ni I’ll show you where they brought it - this ship had a clock on it (K points to
the grandfather clock)
K Here.
Ni Points out the fact they brought time and motions in a vector L---->R
towards the aborigines.
K And they’ve got little watch clocks.
C And it was timeless (vi. 598-612; Kathy’s written response).

Memo
The students seemed to be aware of the repetition of certain elements within the visual
text, in this case the clock, which brought time to a land where its people depended
upon a natural sense of time. Try as I did to link it with the cohesive devices within the
written text, but they were adamant about getting across Nigel’s finding about how time
and clocks were brought to and impacted on the land. This seems to be a natural
occurrence with this particular class, where the students directions in critical thinking
are respected and followed. Multi-vocality is encouraged.

Context, synopsis: main message, description, opinion/judgement
During my work with the focus group I was able to help them with what headings they
should use in writing their response to The Rabbits, clarifying with them what each one
meant in terms of responding to The Rabbits. For the title we collaboratively came up
with the title, author and the setting. We (Kathy, Nellie, Colin and other students)
thought description would be explaining the story, the synopsis the main message (au.
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1875-82; au. 1875-1908). Here is an episode where the students were clarifying what
they thought the synopsis should be. They were debating individuality, reconciliation
and lost children.
Geoff The synopsis is just like a shortened version of the description.
Colin Its the main message, what’s the book about.
Geoff Reconciliation
Kylie And also being individual.
Nellie What’s it got to do with individuality?
Nigel This is about reconciliation, so its about the white people coming to
Australia to explore the native land. Colin That’s it.
Kylie On this page they’re all exactly the same and they’re being made like
that, and it shows you can be individual. That guy’s not doing what they are, so
he’s being individual.
Nellie It is just to show that all the children are being lost.
Kylie I don’t think this is part of the message. I think he’s just adding it (au.
1874-1908).
In their analysis they did not conceal their excitement and amazement about the
meanings and messages emanating out from the visual image. Nellie was heard to say,
“Oh my Gosh. The one’s who are important and who aren’t doing the hard labour have
wheels on their feet so they can be pushed around.” In the appendix I have provided
Nigel’ and Geoff’s collaborative response and Kathy’s response. The boys used
synopsis, description and judgement while Kathy used context as well. All made
reliable connections with the generic purpose in each piece.

Memo
The student written samples point out the use of the responses genre as a means of
organising and reporting on one’s descriptive and critical analysis of the book The
Rabbits.
context
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Much more advanced than earlier responses
Gives the general messages as related to the rabbits and the numbats introduced species and native species: English and aborigines.
Gives a time setting - last two hundred years
synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the aborigines went
through because of the white settlers.”
Enumerates each event
description
Highly analytical making connections between the visual elements of the
pictures and how they relate to the stages through the episodes of the
narrative and what this all means in terms of the combined messages of the
book.
opinion/judgement
Kathy enumerates all the visual elements used by the author/illustrator. She
brings out her opinion as to the main message projected by the illustrator: “I
think it is very clever how Shaun Tan has used the rabbits to represent the
white settlers not only because they are an introduced species but also
because they were a plague that brought death and destruction wherever they
went, just by their presence - and this is exactly what the white settlers did to
the aborigines.”

She passes judgement on the rabbits, “to see how the aborigines really had no chance
against the settlers who only fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of what it would have been like to
be right there at that time.” Then she finally turns the focus back on the artist and shows
what the artist wants the viewer to think. “The artist wants the viewer to think.........”
(Kathy student written response)
Students in the group situation showed mutual guidance to one another and group
discussion regarding generic stages.
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Salient
When the students were considering what to write fro the description stage of their
written response, some of them found a rabbit to be “salient” to the rest.
Description
The rabbit is in salient position
St That one
St Is he what so big I didn’t recognise it……….holding a measuring
instrument which is a green colour which stands out from the natural read and
brown which are earthy colours and. It is trying to frame the earth and section
it off basically trying to tame the earth,
C That’s right they are trying to section it up. That’s good. Oh their needs yes.
Another rabbit is taking a natural animal and putting it into a cylinder to be
taken away and do experiments on it,
St Yeah that one there (au. 1767-1775; au. 1404-1409).
Geoff and Nigel, analysed pages 9 & 10 stating that “the rabbits are moving in and are
slowly but progressively taking over the natural environment.” They saw the framed
picture as the “most salient object on these pages.” They saw that the warmer colour
hue created by the oranges and reds makes this stand out from the cooler colours in the
background. Also in the salient object it shows the road continuing in to the sunset
meaning everlasting power. Also the salient object it shows how the rabbits think of
themselves.

Memo
These episodes show that students may utilise the concept of what is salient and that it
helps to enlarge on why something is salient. In the case of Geoff and Nigel we had the
concept of warm colour as well as size coming through. This then was able to be linked
with the message of colonial domination – interdependency and the link with social
and cultural message.
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Framing/sectioning
The students were deliberating about how the land was sectioned off, and how time was
sectioned into hours and minutes. They are bringing time into a timeless land (au. 14221426). Kathy wrote on page 7 they were sectioning pieces of mountain out to make way
for pipes and electricity lines. Things natural and human were labelled with numbers to
show “just how systematic and scientifically they’re working”.
For page 6 she wrote, “There is also a separate frame in the picture and within it a dried
up billabong with dead fish, that has cattle hoof marks all around it, symbolising the
impact that cattle had on the natural environment. Within that frame there is another of
where a rabbit is giving a numbat a bottle and there is an empty one lying near by with
numbat tails up in the air next to it. This brings the fact of how the white people
poisoned the Aborigines and/or gave them food that they weren’t used to and made
them sick” (Kathy written personal response).

Memo
The term framing or equivalent, “sectioning” seemed to be limited to the cutting up of
the land whereby the rabbits were taking over the land and using it for their own
purposes. They also seemed to think of the frame in terms of what was happening in a
particular part of the picture. There was no reference to the organisational structure of
meaning as we have in the clausal structure of written text. For instance one could say
that the hypotactic relationship of “But some of the food made us sick”, was akin to the
right hand framing of the equivalent visual, the New or resultant information.

Ideological position – main message
The students were quite aware of the ideological position of the writer. They were
aware of how the partisan groups were being positioned by the writer an illustrator.
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For instance Kathy was able to discern the ideological position of the writer - how he
positions the rabbits as the British invaders. They were responsible for “more
destruction of the land, murder, if not slavery and the stealing of a generation of
children from their parents.” On page 12 Kathy argues that everyone is moving around
on wheels minding their own business and “the individual can sometimes seem
unimportant.” and that “might = right”. This she says is a “western theme” and a
“modern western culture” where a fake identity is used to hide the true one and how
people feel towards one another (Kathy student written response).

Nigel and Geoff argue that the rabbits are “moving in and are slowly and progressively
taking over the natural environment”. They talk of “the rabbits’ colonisation of the
native homeland of the numbats.” They talk of them being shown to be “dirty and
destructive” and yet as the perpetrators of the signs of things to come and the power of
the rabbit empire.

Memo
In almost all the written work presented the students were able to show the ideological
positions and values being presented by the writer and illustrator. Although not using
the terms ideology and positioning, by their written statements they seemed to
understand that the main protagonists in the picture book were placed in such a position
that predisposed them to behave in such a way that was influenced by an ideology
which drove their actions. The colonial intent of the rabbits, mentioned by the students,
led to the taking over of the natural environment and the sectioning of the land for their
own economic gain.

Meronym
The students did not use the word meronym as part of their own language. However one
student did actually use the term successfully and demonstrated that she at least knew
what it meant and how it could be used. She wrote in her written response to The
Rabbits that the fossils in a cave were a meronym for the many generations of
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aboriginal ancestors. She also wrote that the cows on page 6 have to drag a milking
device with a clock on it which is a meronym for how the animals cannot live a natural
life to their own body clock, but must feed and produce milk to a set time frame.(Kathy
student written response). The rabbits she described as “sucking all the goodness from
the sky.” and as meronyms for the carelessness and destruction of Australian wildlife”
(Kathy student written response).

Memo
While students did not readily use the term meronym to describe rabbits, one
or two did use it in their written analysis. The level of sophistication to which
Kathy used the term, would seem to indicate that the semiotic device is worth
pursuing as a useful term for critical analysis. Most of the students were more
familiar with the term symbol which can be used in a similar fashion to the
term meronym.

Action, vector, do-er
Many of the students were able to show what actions happened within a visual image
simply by telling what things were happening. This sometimes was matched with the
written text, merely to show the consistency between both texts. For instance Nigel and
Geoff wrote, “In this picture (pages 13 - 14) the rabbits are developing and
manipulating the land to suit their needs, they are putting in water pipes to carry water
to and from their giant cities. The text says, “the rabbits spread across the country. No
mountain could stop them; no desert; no river.” (Nigel and Geoff written response).
In Kathy’s written response she states that the rabbits are the white colonists and are the
do-ers, while the numbats represent the aborigines the done-to. She also tells what
actions occur in the visuals and explains what they mean e.g. actions: colonise,
manipulate holding, dissecting pieces of mountain, working by night, labelling natural
things “to show just how systematically and scientifically they’re working,” everyone is
moving around on wheels minding their own business and “the individual can
sometimes seem unimportant.” (Kathy student written response).
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Memo
It seems that as soon as the students has identified who the do-er and the done-to are in
any action/reaction transaction, there is a powerful connection made to the message or
to any positioning which may be in the text.

Line and gaze
In this particular episode we have Kylie, Kathy, Nigel, Geoff and myself.
We were looking at the second double spread. and the question was asked by me, “What
do the lines tell us?” Kylie replied with the obvious response, “They’ve come through
that area.” I then asked, “What does the gaze tell us?” Nigel answered this using the
resource of eyeline rather than gaze and said, “It makes us follow - it makes us go
towards them”. Geoff sees them as curious about each other and Kathy takes this theme
further stating that, “They’ve just met, because half the page has got the aborigines and
half the page has the white settlers, and the two outlooks facing one another” (au. 1943 1963).

Memo
This conversation analysing the second page of The Rabbit, again shows the students
ability to talk of two visual resources almost simultaneously leading onto the conclusion
of Kathy that the two outlooks (meanings, cultures and views of the world) are facing
one another (in potential conflict). This conclusion by Kathy was the result of a
collaborative and progressive oral analysis by this group of students and while
supporting one another, and feeding off one another’s contributions (mutual guidance).

The connection between the visual and written texts
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The connection between the written and visual texts did not occur at a clause or word
level, but rather at the level of semantics and meaning. The following episodes are
recorded to bring out the certain aspects which the students brought to light.
1. The students thought that they could read Window many more times than the The
Rabbits. When asked by myself why, Nigel and Kathy explained that Window has more
detail, that The Rabbits needed text to make up for the detail which was lacking and that
The Rabbits was not as detailed in the visual images as Window (au. 447-54a)
2. Geoff thought that Window was more colourful and there wasn’t any writing to take
away his attention (au. 459-67a).
3. When asked about how the writing related to the visual text in The Rabbits, Kathy
thought that the writing told the basic stories, “convinces” you “or makes you look at it”,
to which Geoff adds, “more meaningfully”. Kathy then elaborates, “because the writing
doesn’t tell you all the deep and meaningful stuff - you’ve got to actually look at the
pictures (Nellie also au. 339a).
4. Nigel felt that the writing was for a two year old “but the picture is really hard to
understand, and not even we could analyse it properly. In other words it can be for all
ages”(au. 350a).

Memo
For the students the connection between the written and the visual resides in the amount
of detail each has in relation to the other. They seem to believe that the visual texts hold
greater detail and difficulty of interpretation than the written text which they believe is
fairly basic.
It appears that these students think that analysing a visual is not so straight forward, and
that many detailed and complex meanings can be elicited from the visual. It is true that
we approach both visual and written texts from the world experience, literary
knowledge and textual history and value systems we bring to texts, however these
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students may have something here - that there could be more scope for interpretation and
analysis within a visual text as compared to a written text, depending of course on the
mount of detail and structure within the text.

In their analysis of The Rabbits (Marsden & Tan 1997) the students did not conceal
their excitement and amazement about the meanings and messages they constructed
with the visual image. As text analysts they seemed to understand that the main
protagonists in the picture book were driven by certain colonial ideologies. The students
mentioned the colonial intent of the rabbits, the taking over of the natural environment
and the sectioning of the land for their own interests. Members of the focus group also
exhibited text analyst skills when they made a comparative analysis of The Rabbits and
Window quite spontaneously during their post interview. In their arguments they were
able to deploy concepts such as line, colour, detail, writing, depth of meaning and
message (au. p. int. 439-95a).

Summary of the Visual Literacy Terminology used for The
Rabbits
Context
Response

vectors

Synopsis

do-ers

Description

Actions

manipulates

done-to

Opinion/Judgement
School of abstract art
hue

Frame, sectioned off

Warm

sharp

cool

curvaceous

dominant
Colour

saturation

Shapes/lines
high – bright

dissecting
marking

Conveys different moods
Tone – darker

Directions

Natural, clean, clear, dull, artificial
Contrasting

Shapes – curvaceous, sharper
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Salient position

Gaze

Repeating symbols

Cold, hostile, venerable, demanding, a strong stare

Known / Unknown

Demanding of the viewer

Theme

Offering information

Body Language

Focused on viewer – demanding of offering

Proportion (in number)

No communication with viewer

Comparison

Angle – up front

superior
insignificant

Semiotics
Detail, abstracted, realistic
Symbolise, meronym
Impact, ideological position of the writer (Might = Right)
Culture – modern, western; socially constructed meanings behind a visual image; different world
views and looking for your own meanings, identity
Social issue (e.g. reconciliation), message, overall message, themes
Signifies, shows, indicates, the effect, this suggests, wants the viewer to think, manipulates,
positions, conveys, it might mean, meaning that, helps explain, represents
Congruence; connecting Visual Literacy with the meanings of stages of visual narrative

Anne Overall Summary
Overall Summary Sub-categories
a. The Language for Viewing Used During
Teacher/Student Interactions
b. The Impact of the Framework Language Upon
The Students’ Written Responses to Visual Texts
c. Teaching/learning strategies Used to Teach Critical Viewing
d. The Contributing Factors for Critical Viewing

Guided viewing

of texts containing visuals
e. What the Teacher and Students said About Using
the Language of the Framework
f. The Inhibitors to Guiding the Students Towards
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an Understanding of Visual Literacy

a. The Language for Viewing Used During Teacher-Student
Interactions - The Language of the Framework Trialled
This is in answer to the research question, ‘What language for viewing will be used
during teacher-student interactions?’
As it was shown in the way each term was examined within the context of its critical
episode(s), it appears that most of the terms were used not only to analyse the visual
image but also to make some kind of connection with the message being
privileged/fore-grounded by the illustrator. As Anne herself said, “ In terms of the
visual text, it (the framework) fitted in well. We used a lot of these terms. Most of them
were new to me. And certainly new to the kids. So they were particularly helpful” (au.
2602-3). “The terms of the framework helped to unpack cultural and social meanings
behind the visual images.” Through discussing these terms and concepts she herself had
become more aware of the social “constructedness” of the meanings behind visual
images (e.g. au. 1052-1100). Anne and some of the students went further and were able
to discuss the interaction of two terms at once and discuss the effect upon the viewer.
For instance they paired terms such as colour and gaze and eyeline, line and gaze,
salience and colour or size.
The language seems to give a greater knowledge of what is going on in a picture. The
terms give the students a name for the visual concepts they are talking about, and can
be “the key elements” to fully work out the meaning of the picture. The terms must
become a vicarious language for the students, be added to their own pool of visual
terminology, and be used for their own viewing purposes.
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The following is a list of the terms used by the teacher and the
students in Anne’s class.

Summary of Visual Literacy terms used with pictures

Cool

moods

Hue
Colour

Actions

do-ers

Vectors
Warm

passage of time

done-to

Light/shade
dark
Tone
light
Saturation

Representation by classification

Salience

- set of subordinates
- superordinate/subordinates

Centrality
Shape

Square

Semiotics

sharp

- symbol

Curvy
Contours

frontal
Perspective – isometric
Side-on

Gaze

Communication with viewer

Offer or demand

No communication with viewer

Goods and services

Camera shots

close up
mid shot
long distance

Foreground

facial expression

Middleground
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Background
Proportion
Scale

Eyeline

Size

frontal/horizontal

Angles

side-on

horizontal

High angle

Line

Low angle

vertical
diagonal

Theme position
Known/Unknown

Left-right progression

Given position/New position

Bottom right hand corner

Summary of Visual Literacy Terms used in Window
Tone – dark, dull, light, soft, shade
Saturation – high/low/tepid (past)
Colour

Bright, dull, boring, natural, regimented, prominent
Hue – cool/warm
Contrast, differentiation

Salient/dominant/most important thing

Context

Salience

Response

Synopsis

Size

Description

Centrality

Judgement/Opinion
Separate/sectioned

Framing

looking

(External)

isometric

(Internal spaces)

down

Perspective

Fenced off

depersonalise
polar

frontal

Moving backwards
Goods and services
Eyeline
Gaze

Offer/demand – involvement
Information

Gaze and culture:

Non-eyeline – detachment – offered as

confidence, attraction, hostility,

Facial expressions

fear, respect, disrespect,

information

disrespect, superiority
front on
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Angles (camera)

Attitudinal horizontal (involvement to detachment)

side on

Attitudinal vertical – power relations – gazing down

passing by

Worm’s eye view – powerless
Close-up – personal/close relationship

Repetition

Waist up – acquaintance
Medium – close social

(Social distance)

Long – stranger

Foreground/background

Very long – formal relationship

Left/right/LHS/RHS

Given/Known position – Theme, Salient

Direction – what is culturally appropriate

Unknown position

e.g. left-right = progress

Proportion
Scale
Size – compared to, insignificant/vastness

Shape/contour

Actions – vector
Trajectory – do-ers, done-to/lookers/looked-at, thinker, what is thought, sayer, what is said “the
verbs”
Vertical/horizontal
Diagonal
Changes – page to page/in comparison to/what is New

Line

Man-made -

Movement – left, right / progress

straight, sharp,

Body language, eye contact

natural - curved
soft

Semiotics
Sign, the viewer, the subject, culture, cultural message, social message, metaphor, meronym,
symbol, stereotypical, motherhood, index sign, social comment, icon, gender, represents
social myth – racism/multiculturalism/money/possessions/commercialism, social comment,
signifies e.g. strength power, convergence, congruence, manipulating emotions, message,
intrusions, directs your attention, leads on to, interrupts.
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Summary of the Visual Literacy Terminology used for The
Rabbits
Context
Response

vectors

Synopsis

do-ers

Description

Actions

manipulates

done-to

Opinion/Judgement
School of abstract art

Frame, sectioned off

Warm
hue

sharp

cool

Shapes/lines

dissecting

Colour

saturation

dominant
high – bright

marking

Conveys different moods
Tone – darker

Directions

Natural, clean, clear, dull, artificial
Contrasting
Salient position

Gaze

Shapes – curvaceous, sharper
Repeating symbols

Cold, hostile, venerable, demanding, a strong stare

Known / Unknown

Demanding of the viewer

Theme

Offering information

Body Language

Focused on viewer – demanding of offering

Proportion (in number)

No communication with viewer

Comparison

Angle – up front

superior
insignificant

Semiotics
Detail, abstracted, realistic
Symbolise, meronym
Impact, ideological position of the writer (Might = Right)
Culture – modern, western; socially constructed meanings behind a visual image; different world
views and looking for your own meanings, identity
Social issue (e.g. reconciliation), message, overall message, themes

106

Signifies, shows, indicates, the effect, this suggests, wants the viewer to think, manipulates,
positions, conveys, it might mean, meaning that, helps explain, represents
Congruence; connecting Visual Literacy with the meanings of stages of visual narrative

b. The Impact of the Framework Language Upon The Students’
Written Responses to Visual Texts - Impact on Students’ Written
Responses
The following answers the question, ‘How will the use of the framework language
affect the students’ written responses to texts containing visuals?’
When comparing students written work on the Woodlands Flood picture with the
responses to Window and later The Rabbits, the students definitely showed that they
were more sophisticated was also testified by their teacher during interviews and study
days. To begin with the students were quite analytical using the terms with fewer
instances of connecting the visual resource with any messages or positioning of the
viewer. However as time went by and the students wrote more viewing notes and
responses to pictures they made more connections between the terms used and the
meaning , message and whether they may have been manipulated.
What was apparent was the fact that some of the focus group were more adept at
analysing texts orally (Nellie, Geoff and Nigel) than in written form. However Nigel
and Geoff wrote a splendid piece responding to The Rabbits delivering what they
analysed, the major message, as well as connecting many of the visual resources with
the major meanings of the book. Kathy excelled in written form in all of her written
responses especially her response to The Rabbits which has been included in the
Appendix as a piece showing an ultimate level of visual analysis with semantic and
cultural connections (Also see Colin’s analysis of Kathy’s The Rabbits).
I guess the reason for the perceived improvement in the cases cited, is what the students
themselves stated, “it all gives you a name – like studying those different key
elements like you gave us the sheet on, if you put it all together, it helps put the pieces
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of the puzzle together. You can work out what the picture means and what the author is
trying to convey” (Kathy, au. 304-6a). “You need the teacher to give you the tools, but
the rest you do your own way” (Nellie, au. 376a).

c. The Teaching-Learning Strategies Used to Teach Critical
Viewing – Teaching Learning Strategies
The following answers the research question, ‘What teaching-learning strategies will the
teachers use?’
The practice which sums up Anne’s approach top teaching visual literacy hinges upon
the curriculum cycle. I introduced this to the teachers during the two days training and
highlighted its implications to the teachers when visiting them in their classrooms.
Some were more familiar with the concepts than others. Anne seemed to take on board
the major principles of modelled, guided an independent practice. The following
pedagogical practices sums up what Anne did with the students during the project.
1. Teacher prepares the demonstrations and modelling. Collects pictures to
illustrate terms. These pictures are very useful for teaching or revising visual
literacy terms and can form the basis for a visual literacy portfolio. She creates a list
of terms with references to selected pictures for analysis. She looks at the pictures
before each lesson and considers the most important features to be modelled or dealt
with. She prepares a scaffold sheet with the stages of the response text type,
suggested terms, relevant questions and sample model analyses for the students to
consider.
2. Then she models what the terms mean using the pictures or selected pages of the
books to be studied. She models how to elicit from meaning and messages from the
visual images using the terms.
3. She becomes much involved with her students by guiding them into independently
viewing texts. Anne listens to, values and accepts the students approximations and
attempts at visual analysis. She tells them her ideas “not as the only right ones”. She
encourage s them with positive feedback. “You’re on the right track” she will say,
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and “she’ll redo it for you” (au. 390-393a), thus providing the needed model of a
more appropriate analysis, while still accepting you’re attempt. She lets them have a
go without the fear of “getting it wrong”. During group sessions in which the
students are given an opportunity to apply the language of visual literacy she may sit
in on their discussions. Where students are fairly confident in using the terminology,
she may ask more open ended questions so that they will apply the terms they have
learnt without too much prompting from the teacher. When necessary Anne will
remind the students to refer to the list of terms or the scaffold of questions she had
provided them.
4. The students fully understood independent practice. “You need the teacher to give
you the tools, but the rest you do your own way” (au. 375a). A few of them stressed
that they do not need the teacher at this stage.
It appears advantageous to employ some of the following terms more frequently than
others. Culture and social myth, seemed to provide a purpose for Anne in using all the
other terms from the framework, Cultural and social meanings. messages, positions
taken etc seem to be the reason for using the other terms and examining their behaviour
in the visual semiotic domain. Then to use these visual terms actually helps unpack the
cultural and social meanings behind the visual image.
Foreground and background are terms used within the textual metafunction. They form
the initial organization of your viewing and help viewers organise thinking and analysis.
For instance they could talk about the effect of colours within the foreground. Other
terms from the textual metafunction may assist to “get the ball rolling” with a persons,
viewing. Examples are Framing, Given and New and Repetition.

d. The Contributing Factors for the Critical Viewing of Texts
Containing Visuals – Contributing Strategies Supporting Critical
Viewing
The following answers the research question, ‘What factors will contribute to the
critical viewing of texts containing visuals?’
109

By this term ‘contributing factors’ I mean all those factors that lead up to,
contributed to, and became a part of, the guidance provided to the students in
viewing.
Modelling -leads to success - lead to generic scaffold - questions - suggestions. While
there was analysis by the students with just a minimum reference to message there were
many instances later in the study where the students mixed their visual analysis with the
message of the visual. This was seen in some visual terms more than others. The
changes seen in the visual images helped the students consider the messages behind the
visual semiotic resource. This resource in realising what are the changes from page to
page seem to set up a bridge for decoding the message of the book. Not to mention the
support and modelling of the scaffold of questions and suggested terms which also
included the term change.
Anne was enthusiastic in the modelled analysis she did for and with the kids. Her
questioning was vigorous and focused on unravelling the meaning and messages
contained within the image. They enjoyed the pace of her analysis moving from one
term to another, pairing them together where appropriate. She might move from frame,
to message, horizontal, salience, size, meronym and line, quickly and rapidly using all
these terms to unravel what the illustrator/illustration is trying to say. Anne’s
enthusiasm and enjoyment were not only contagious, but it meant that the students who
were also enthusiastic, were the ones in control (Also see vi. 114-20 & field notes
23/10). They appreciated her acceptance of their analyses, her guiding questions and
her suggestions. What was unique about Anne’s viewing lessons was that she gave
them licence to pursue their own line of visual analysis using the terminology, but at
the same time guiding them in what “they” saw. It seemed as though they were the
illustrators creating the visual images under the guidance of the publisher who was
Anne.
What helped in the guidance of students in viewing, was the collaboration they
experienced in working in pairs and in groups. While they were supportive of one
another they were also critical of one another asking each other questions which
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were similar to what Anne asked them. In other words the teacher had provided the
model for the kinds of questions you should ask the other person who is trying to view a
visual image. One effect of learning to ask critical questions, is that the students began
to ask of the text, self imposed questions as part of the process of their interrogation of
a visual image. As well as being critical in their questioning, the students possessed a
willingness to explain to each other or to the group their analyses and the journey they
took to arrive at their conclusions. In this way they were able to feed off each other’s
contributions and support each other’s knowledge of visual literacy.
A part of the guidance Anne provided for leading the students onto visual analysis, was
allowing them opportunities to use their own terms along side the terminology of the
framework. Their own terms were treated just as validly as the terms she had provided.
For instance the technical terms provided for colour were differentiation, hue, saturation
and tone. Their language proved just as efficient – dark, light, contrast, bright, natural,
man-made, cool, warm, prominent, insignificant, simple or soft. In fact their suggested
language provided opportunities for analysis which the other terms did not.

Another aspect of viewing which Anne modelled and which the students took on board
was the process of treating two or more visual resources at once. For instance colour
could be paired with gaze, eyeline, frame, foreground and background. Using this
aspect of viewing students were able to pair line and gaze, analyse the effect upon the
viewer, and explain how he or she is accordingly manipulated.
The modelling provided by the scaffold seemed beneficial to the students in their
written responses. This can be seen especially in the work of Kathy, Geoff and Nigel,
who used the suggested stages. Their work, particularly responding to The Rabbits,
contained some “deep analysis”. By this I mean they seemed to understand the
ideological underpinnings of the illustrator, the overall message of the book and relate
this to their own world experience and thinking. In other words they understood the
message of the book as far as it related to their own world experiences, which they then
mapped onto what they thought the illustrator and author were trying to say. This was
then offered to the reader of their response. Diagrammatically it looks like this.
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Responding to a picture book

Message of picture book

Own world experience
and thinking
Mapped onto

Reader of response

What illustrator is saying

Finally the last thing that encouraged their guidance along the road to viewing was, the
provision, introduction to, and modelling of a language for talking about the meaning
of pictures. This language for viewing appeared in their writing which in turn became
more “sophisticated” and “specific”. The effect of this language for viewing was that
“they relished doing it alone” and it provided much of that needed guidance towards
independent practice in viewing.

Semiotic propositions
Students were using terms such as symbol, meronym, stereotypical, and metaphor.
Sometimes they were able to connect these semiotic resources with a cultural message,
which I suggested to them was a social myth. In using these terms, and others they
connected them with their unique cultural messages using such connecting processes as
“signifies” (strength and power), “suggests”, “represents” (destruction of the
environment) and “symbolises” (modern technology). Other connecting processes they
used were “shows” (ownership), “indicates”, “suggests”, “wants the viewer to think”,
“manipulates”, “conveys”, “meaning that”, “helps explain”, and “represents”. It may be
that we need to use concepts from Semiotics such as symbol, meronym and social myth
more because they are amenable to triggering cultural and social meanings and
messages. Kathy was able to make these kind of connections quite readily, especially
with the use of symbol and meronym in her response to The Rabbits (See Appendix).
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Other processes the students used which have semiotic implications for the construction
of meaning were “convergence” and “congruence” to do with the pairing of terms to
analyse a text, “manipulating” used by Anne to explain how a viewer is positioned into
viewing an image a certain way, and “intrusions” and “interrupts” to help draw attention
to the abnormal or unusual in a picture.
It seems that some terms from the framework, and let’s call them signs for the purposes
of this section, are more culturally motivated than others. That is, it is easier for the
viewer to construct the cultural message or social myth using these terms than by using
other terms. For instance using the term “salient” may produce more immediate results
than the study of line. Whoever or whatever is salient will probably be so, because of the
cultural and social messages being constructed by the image. Furthermore, colour, size
and attitudinal angle may coalesce with, or cause the character to be salient. Similarly,
with actions, do-er and done-to it becomes easy to see ‘who’ is doing what to ‘whom’,
the power relations involved and the cultural messages, or social myths being espoused
or critiqued. The students made an interesting observation concerning visual and verbal
texts during their post interview. They believed that the visual texts have more detail
and more scope for interpretation than the written text. They felt that visual texts created
more difficulty in their interpretation than visual texts. The teacher reported that the
students, having “explored the various things in the picture” were “quite amazed at the
skill” required to construct visual images. Maybe the students’ observation here is quite
valid – that visual images are open to a greater range of interpretations than what is
already possible with a written text.
The following diagram may help describe what semiotic process the students were
going through during their analyses in order to access meaning visually. The students
were dealing with signs, and they had terms to identify them. What was apparent when
they were dealing with these signs was that their interpretation of the signs (the
signification of) was influenced by or motivated by their values and beliefs, and their
world experience concerning culture values, messages and ideas (social myths). Having
worked out how the sign was motivated culturally and ideologically, through using the
language of the framework, the students were in a position to construct the signified
message of the sign. The semiotic processes below are shown to be in two directions.
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Visual literacy terms as signs
Sign

Message
signifies

Visual literacy
terms

motivates
constructs
Cultural messages experience and knowledge
Social myths

motivates
Viewer’s values
and beliefs

The students were well aware of the messages projected by certain terms or signs. They
seemed to understand these messages because of their awareness of how the signs they
were analysing, were motivated by cultural thinking or social myths such as
motherhood, racism, multiculturalism, importance of owning possessions and
conservation verses commercialisation of resources.

e. What The Teachers and Students Said About Using the
Language of the Framework – What Teachers and Students Said
The following answers the research question, ‘What will the teachers and students say
about using the language of the framework?’

The students
The following concerns what the teachers and students said about the impact of the
framework language - how it was used, what they did with it, and what effect it had.
Modelled and guided viewing
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During the post interview I asked the question, “How does your teacher help you
analyse, read and view picture books? Your teacher and me too”.
Kathy replied with, “They explain words you don’t understand”. She spoke of being
more confident with the teachers’ presence “because you know someone is there who
knows what they’re doing, and you know if you have a problem you can always ask.”
Nigel spoke for all when he said, “Nobody’s worried about making changes” (au. 364a).
Geoff explained the teacher points out things you might not have seen in the background
…….. (au. 357a)
In other words Anne and myself had provided the students with models of what the
terms meant and how to use them. We had pointed out instances of where the resources
or terms were present in the pictures and shown them what messages we could pick up
from them. We also let them have a go themselves with no fear of “getting it wrong”.
With this the students were led to independent practice. As Nellie explained
With the way you think and I really don’t think a teacher has anything
to do with it – like they explain what all those words mean, you’ve got
on the sheet like vector and everything like that, but once you know all
them it’s really up to your own imagination to do it all so I don’t think
you could start without them.......You need the teacher to give you the
tools, but the rest you do your own way (au. 369-75a)
The other students agreed (au. 376a). But to help them attain independent practice in
analysing pictures, the students needed to be guided. As the students said, Anne gave
them examples in the books as well as a sheet which provided a scaffold and relevant
questions to help analyse the pictures (au. 382a). Nellie explained that Anne listens to
their ideas and then tells them her ideas. According to Geoff she gets really involved
with them but doesn’t make it as though her ideas are the only right ones. Nigel speaking
for the whole group stated that she’ll tell you that you are on the right track and “she’ll
redo it for you”. Nellie added that she would say, “That’s true you’re a good girl” (au.
393a).
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So what we have here is the teacher, as well as providing models and demonstrations, is
providing guidance and support, accepting the students attempts and approximations,
and then providing her version which will demonstrate a more advanced knowledge of
the terminology and how it is applied. In addition, she always provided positive
feedback. The transcripts are replete with expressions like “good girl”, “fantastic” or
“well done” (au. 168)
The language of the framework
The students gave different insights into the effect of having a language for visual
literacy. Before they just thought the picture was just there. Now the terms help them
express what they already know in their heads through viewing the picture (Geoff, au.
506-523). According to Kathy you have to have these terms as the base elements to
“fully work out the meaning of the picture” (au. 513-4a). “It all gives you a name – like
studying those different key elements like you gave us on the sheet, if you put it all
together, it helps like put the pieces of the puzzle together. You can work out what the
picture means and what the author is trying to convey” (au. 299-307a).
The focus group seemed spoke of terms which worked for them that were appropriate
for their viewing. For instance, Nigel and Geoff spoke of ‘colour’, ‘angle’, ‘framing’,
‘high angle’ and ‘gaze’, mentioning the power inherent in ‘gaze’ and ‘high angles’.
Nellie found her interpretation of colour, saturation and tone as conveying meaning and
emotion (au. 318a) stressing the different views everyone has about the meaning of the
picture and that every little thing could mean something to your mind. (au. 325-332a)

The teacher
Personalising the framework (subcategory)
Anne stated that she found the framework “particularly helpful” (au. 2766). She felt that
it definitely advanced the students’ learning in visual literacy (au. 1601-03). How did
she use the framework? She introduced most of the terms using pictures. She looked at
what she considered “to be the lost important features of any given picture. She pointed
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out various things to the students and as she got into the book she asked them more open
ended questions so they could apply what they had learnt earlier in the book. She made a
list of terms for herself that were taken from my framework, that touched on the pictures
she used, and used all of them. She reminded the students to refer to this list of visual
literacy terms because occasionally some of them were too general in their viewing (au.
1615-35).
Guided viewing
She thought that they had some idea about pictures and how they were made, but having
explored the various things that were in the picture they “were quite amazed. They saw
the skill that had to be applied to it, to convey meaning to the reader” (au. 1649). When
guiding the students she explained that she sat in on their discussions when they applied
what she had taught them. When they were vague she pointed things out and sometimes
talked in general terms to them to allow them to find out the visual meanings
themselves.
Written responses
Anne thought that the main thing now is they know the language and that they can
incorporate it into their writing, which she feels has become more “sophisticated” and
“specific”. “The language of visual literacy has given them the terms to use.” (au. 28269). She used the response text type and used a pre-decided framework - synopsis,
description, judgement (au. 2600-70).
Inhibitors
There were certain issues which restrained Anne’s teaching of visual literacy using the
framework a little. She stated that “there were a lot of terms to cover in a sort space of
time. She had to be “wary of overloading the students with terms that they needed, but
with out turning them off”. Anne thought she couldn’t use all the terms because not all
were relevant. “So it was a question of picking out what was there” (au. 2700-7).
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What she would do differently
Anne would teach viewing in a fortnight to introduce the students to it, not as a block.
She explained that she would teach a unit or topic and “supply parts of it at a time
through a year or six months.” “I’d integrate it into a novel or film” (au. 2689-730).
The framework
She wouldn’t change the framework as it stood. “I’d use it again as it is here” (au 2741).
Anne said she would just change the way she taught it. Anne found the concept of social
myths and culture useful, “because it showed what went to create that”. She found the
critical literacy aspect of the framework useful, “because it provided a lot of the purpose
of it.”
That last comment is significant to the whole project because without this background
purpose, the language of the framework would be insignificant. In other words the terms
of the framework helped Anne unpack the cultural and social meanings behind the visual
texts. During the post interview, Anne listed things like culture, metaphor, social myths,
icon, symbol, meronym and stereotyping, as well as others. Anne said she did a lot on
these aspects (au. p. int. 2772), not necessarily using those terms. In discussing these
terms with her students, Anne seemed to be more aware of the social construction of the
meanings behind visual images (au. 2720-58).

Summary
From what Anne and her students said about using the language of the framework, it is
apparent that the terms gave them more focus and specificity to their viewing. It helped
them know what to say about their viewing and how to say it. They appeared to be
deliberate in their choice of terminology focusing largely on the purpose of the
illustrator and the message of the image. From everything they said in the data, both the
teacher and students seemed to be more aware of the social construction of visual
meaning, having been given a language to talk about it.
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f. Inhibitors to Guiding the Students Towards an Understanding
of Visual Literacy – Inhibitors
The following answers the research question, ‘What inhibitors will there be to guiding
the students towards critical viewing?’
Against the background of the teacher and students using so much language and
terminology for viewing and critical literacy purposes, there appeared to be certain
factors that were inhibitors to the guidance of the students in developing their viewing
practice.
Firstly, there were too many terms to cover in a short a time span. Perhaps too many
terms were used in many of the analyses thereby reducing the time students could
ponder on the effect of any one or two semiotic resources.
Secondly, allowing students to follow their own analyses, and supporting them in using
visual literacy terminology definitely had its advantages. However this sometimes
prevented us treating some terms that were pre-planned for the lesson, but on the other
side of the coin, this shows the flexibility of our program, allowing students to take
responsibility of their own analyses, while encouraging them to become more
independent viewers of visual texts.
Fourthly, we had little opportunity to study the grammar of written texts and explore the
links between visual and written texts through semiotic and grammatical connections.
However doing this seemed beyond the scope of this case study because the teachers
chose to study only visual texts because of the limitations of time.

Analysis of written responses

Assessment criteria :
literacy)

a critical response (visual

Name Geoff Yr 8 Window Cover, Window:1&2

1. The text describes

Yes but briefly
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and responds.
2. The theme is consistent.

Y

3. Text structure

context

43210

Non existent

context, synopsis,

synopsis

description,

.short sentences Track suggests others have passed.

opinion/judgement

description
Actions - what has changed?
opinion/judgement

4. Uses technical language

y dominant - front cover the house is the most dominant

to analyse the picture to

y thing

examine how it: sets up

y comparison - house appears insignificant against the

relationships, makes

bush around it.

meaning, is created as a

Meronym - bird represents all wild life. The firewood

text.

represents all of nature being destroyed for firewood.
Him aiming his sling-shot at the pigeons is also a
symbol of man killing more nature.
Perspective - isometric looking down - depersonalised
framing - They have fenced off a backyard and cleared
away some bush for it.
Salient - the woman is salient
Given position - she is in given position
motherhood - we know about motherhood
Centrality - the view
Framed - the view
Colour - In the foreground the colour is plain and
mostly the same. In the background it is more bright
and natural pulling the gaze towards it
Convergence of lines and gaze invites you out of the
frame and into the view.
Given position - toilet
Trajectory of the birds - flying away from the
humans.....

5. Uses technical language

See above

to work out the message of
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the author/illustrator.
6. Descriptive language

Little except use of adjectives to expiate the visual

Uses noun

literacy terms used.

groups/adjectives, similes,
metaphors and adverbial
phrases to modify technical
lang.
7. Makes connections

NA

between the meaning of the
visual and the written texts.
*Meaning level
*Grammatical level
210
8. Critically analyses the

Judgement

text i.e. relates message to

the window.

effective framing to cause us to look out

own context
appreciation/opinion/judge
ment.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:
complex, compound,
simple sentences
210
11. The language of
appraisal: affect,
judgement, valuation,
modality and amplification
Other Comments
©Colin Hadfield 1999
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Assessment criteria :
literacy)

a critical response (visual

Name Kylie Window 1/2/7/ The Flood Picture

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
context

43210
context, synopsis,

synopsis

description,

Salience of the woman

opinion/judgement

Motherhood

framed view

open window
the bush is receding
mother - hanging out clothes
description
Wonderful noun groups describing the colours of the
foreground and the background
Gaze - mother looking into the bushland
Intrusions - cat and toilet
actions - The cat is looking at the butterflies and he
looks like he is going to kill the wildlife.
toilet - represents (symbol) pollution and civilisation
Mentions what has changed - fence, clothes line, grass
changed colour, trees cut down
Convergence of lines and gaze invites you out of the
frame and into the view.
Given and New (teacher’s)
What does it tell us of motherhood? stereotypical
mother with blue on the boy
What does the trajectory tell us about the birds?
They’re trying to escape.
Cover: Good description of the cover and when you
open it showing the bush on the LHS and “it is
supposed to be there”. The house looks out of place.
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When opened out the house is on the RHS . “It might
develop everywhere.”
Same use of meronym, perspective and eyeline as
everyone else.
opinion/judgement
Lines curved and soft
salient position - woman and toilet
Cover: “I think the picture was made to make you think
why the house is there and what is going to happen and
the way the lines flow and how they bring you to the
bush and to turn the page and find out where it leads
to.”
Colour and positioning and the bird all work very well
4. Uses technical language

fence separates - private world, public world and the

to analyse the picture to

house/road.

examine how it: sets up
relationships, makes
meaning, is created as a
text.
5. Uses technical language

The background is the uninhabited part and is important

to work out the message of

to the future, whereas the foreground isn’t really

the author/illustrator.

important except the fact that there are 2 human beings
and a lizard.
man made - fence, road, house: overpowering
Straight - man made - harsh, sharp, dangerous, hard,
solid.
natural - curved, soft
The background is less developed and it gets more
developed as it gets closer to the window.
The firewood represents the bush being cut down and
civilisation taking over.
Nature is being trapped as represented by the frog in
the jar and also not being able to move.

6. Descriptive language
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Uses noun
groups/adjectives, similes,
metaphors and adverbial
phrases to modify technical
lang.
7. Makes connections

n.a.

between the meaning of the
visual and the written texts.
*Meaning level
*Grammatical level
210
8. Critically analyses the
text i.e. relates message to
own context
appreciation/opinion/judge
ment.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:

The background is the uninhabited part and is important

complex, compound,

to the future, whereas the foreground isn’t really

simple sentences

important except the fact that there are 2 human beings

210

and a lizard.

11. The language of

Little modality

appraisal: affect,
judgement, valuation,
modality and amplification
Other Comments

Kylie’s work on Window is rather piecemeal. She

©Colin Hadfield 1999

appeared to be not always on task when I observed her.
However she did come up with quite a few original
interpretations of the texts using the language is visual
literacy e.g. the description of the cover and the work
she did on background and foreground.
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Also convergence.
Much of the work was done collaboratively with the
others.
Compared with Flood Picture, there is far more
sophisticated analysis. The Floods response is much
briefer but uses better prose. However it is merely a
description of the various things in the picture.
Kylie was often missing from the group because of
performance practices.

Assessment criteria :
literacy)

a critical response (visual

Name Nellie Window Cover

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

context

context, synopsis, description,

Good intertextuality referring to other books by Jeannie Baker

opinion/judgement

Time span
synopsis
similar to others’ points. e.g. perhaps pioneer
description
Interesting section describing when the cover is opened. She
mentions the “insignificant” size of the house compared to the
“vastness look of the landscape”
Talks through eyelines using own language “gazing around the
picture and the hills especially make it look like it doesn’t matter.”
Mentions tone in colour making “the hills stretch out far away.”
Further mention of eyelines all leading to the bush
Perspective - isometric looking down - depersonalised.
opinion/judgement

Opinion given re the message of the cover showing
the “vastness” of the bush and how simple this is
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and how it will change to become busy.
4. Uses technical language to
analyse the picture to examine
how it: sets up relationships,
makes meaning, is created as a

y
y
y

text.
5. Uses technical language to

y Very much so

work out the message of the
author/illustrator.
6. Descriptive language

Uses

y “the vastness look of the landscape”

noun groups/adjectives, similes,
metaphors and adverbial phrases
to modify technical lang.
7. Makes connections between the

na

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

2 This student definitely brings her own world

relates message to own context

experience to bear on the pictures.

appreciation/opinion/judgement.
210

Her opinion concerns what the main thrust o f the
visual is and then she explains how it is done in
terms of visual grammar. “I think that the picture
was made (especially the hills) to show vastness.
The hills get lighter (colour wise) as you get
farther back and the only house shows how simple
the place was and how much more busy it will
(can) get.”
9. Intertextuality *intratext

intratext

*intertext
10. Language to respond:

2

complex, compound, simple
sentences

210

11. The language of appraisal:
affect, judgement, valuation,
modality and amplification

“Your eyes don’t go immediately to the house but
gazing around the picture and the hills especially
make it look like it doesn’t matter.”

Other Comments

©Colin Hadfield 1999

This student excelled orally in deconstructing the
visuals. Her use of the metalanguage for visual
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literacy was exceptional but sometimes not always
in context.

Assessment criteria :
literacy)

a critical response (visual

Name Nellie Window 1/2

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

context

context, synopsis, description,
opinion/judgement

synopsis
.woman salient and in Given position. Motherhood. Same as
everyone
description
Mostly on colour: adjectives used are saturated, soft tone,
cooler hue (teacher)
“The colours outside are all natural to convey a rustic bush
feel and the colours inside are simple and beige to convey a
simple country home.”
“But the foreground colours frame the background and take
focus to the outside and also because the lady with the child
interrupts the right angle of the bottom left hand corner of the
window your attention goes to her first and then follows the
gaze of her eyes to the outside which your eyes naturally go
to anyway because it is colourful and inside is boring.”
Window 2
She enumerates the changes seen from page to page. An
effective comparison is, “There is a new fence up and a
clothes line. The new fence gives sharper angles and the rest
of the nature is soft and seems to be all over the place and the
fence, clothes line seems to be placed particularly.”
“Convergence of lines and gaze invites you out of the frame
and into view.”
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“Stereotypical mother” - “hanging out the baby clothes”
New resources for the baby - wash line, fence.
Slingshot “directs your attention outside.” “symbolises the
destruction one boy can make.”
“The firewood symbolises the destruction of the forest
“the helicopter symbolises modern technology.”
“frog in the jar represents trapping all animals”
gaze - “a calm look”
intrusions - the cat and the toilet: “symbolises the beginning
of destruction.”
actions - “enclosing the child in her arms”
“soft lines”
“soft colours”
opinion/judgement
“Yes I do think it is effective it sort of shows the new
intruding in on the old.”
4. Uses technical language to

y “But all the new resources seem to be for the baby, the wash

analyse the picture to examine

line to hang out his clothes and the fence to keep him in his

how it: sets up relationships,

own territory so he will keep safe. As he gets older he takes

makes meaning, is created as a

up more resources.”

text.
5. Uses technical language to

y See above

Definitely

work out the message of the
author/illustrator.
6. Descriptive language

Uses

“The colours outside are all natural”

noun groups/adjectives, similes,

“rustic bush feel”

metaphors and adverbial phrases

“There is a new fence up and a clothes line. The new fence

to modify technical lang.

gives sharper angles and the rest of the nature is soft and
seems to be all over the place and the fence, clothes line
seems to be placed particularly.”

7. Makes connections between the

2 n.a.

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

2

relates message to own context
appreciation/opinion/judgement.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:

“But all the new resources seem to be for the baby, the wash
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complex, compound, simple

line to hang out his clothes and the fence to keep him in his

sentences

own territory so he will keep safe. As he gets older he takes

210

up more resources.”
11. The language of appraisal:

Hints of this language coming through

affect, judgement, valuation,
modality and amplification

“placed particularly”
“less wildly growing”

Other Comments

I feel that examples of complete responses would help her
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produce a more cohesive text.

Assessment criteria :
literacy)

a critical response (visual

Name Kathy 8P

1. The text describes
and responds.
2. The theme is consistent.

Y

3. Text structure

context

43210

Much more advanced than earlier responses

context, synopsis,

Gives the general messages as related to the rabbits and

description,

the numbats - introduced species and native species:

opinion/judgement

English and aborigines.
Gives a time setting - last two hundred years
synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the
aborigines went through because of the white settlers.”
Enumerates each event
description
Highly analytical making connections between the
visual elements of the pictures and how they relate to
the stages through the episodes of the narrative and
what this all means in terms of the combined messages
of the book.
opinion/judgement
Kathy enumerates all the visual elements used by the
author/illustrator. She brings out her opinion as to the
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main message projected by the illustrator: “I think it is
very clever how Shaun Tan has used the rabbits to
represent the white settlers not only because they are an
introduced species but also because they were a plague
that brought death and destruction wherever they went,
just by their presence - and this is exactly what the
white settlers did to the aborigines.”
She passes judgement on the rabbits, “to see how the
aborigines really had no chance against the settlers who
only fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of
what it would have been like to be right there at that
time.” Then she finally turns the focus back on the artist
and shows what the artist wants the viewer to think.
“The artist wants the viewer to think.........”
4. Uses technical language

colour hue and saturation natural clean clear colours

to analyse the picture to

more dull and artificial

examine how it: sets up

shapes change from curvaceous...sharper like city

relationships, makes

buildings

meaning, is created as a

“The environment has been remoulded into that of an

text.

uglier, colder, more hostile one.”
repeating symbols the clock, the eight arrow flags that
points in all directions.
gaze very cold and hostile - hunter
venerable look - brings out the “hunted”.
offering information no communication with the viewer
(historical information about how the whites treated the
aborigines).
angle drawn is up front - offering information
proportion of the rabbits: numbats seem almost
nonexistent rabbits extremely overpowering.
rabbits white colonists the do-ers
the numbats represent the aborigines the done-to
symbolise rabbits abstracted and sharp with “pointy,
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high, skinny ears that symbolise their ranking and
importance.
Numbats natural more realistic - curvaceous and more
attractive.
very high colour saturation - the red rock: contrasting,
symbolises the red earth
meronym fossils in the cave = many generations of
aboriginal ancestors
a strong sense of the known and the unknown and their
meaning
comparison superiority, tiny footprints insignificant in
comparison to the harsh black marking on the land.
actions: colonise, manipulate holding, showing
body language: “The four rabbits are trying to teach the
aborigines their way, as one of them is sitting down
holding a mechanical wheel and showing the aborigines
knowledge, but he has his back turned on the aborigine
who is holding branch trying to tell the rabbit about
some of their knowledge.”
Numbers - rabbits are not looking at the land for what it
is.........but labelling it into a scientific category.
symbolise eight arrows going in all directions - to
spread, colonise and take over
repetition of this symbol is important as it helps explain
what is driving the rabbits.
storm cloud symbolising “a change in the weather.”
clock - symbolising time and how they brought it with
them
5. Uses technical language

“This suggests they are trying to put the puzzles of this

to work out the message of

picture into a real life version and create a real life

the author/illustrator.

dream - a mission that is impossible.”
meronyms - “These are meronyms for the carelessness
and destruction of the Australian wildlife.”
Cows dragging a milking device with a clock attached
to it - a meronym for cows producing milk out of their
normal time frame.
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symbolising - symbolising the impact cattle had on the
environment
Actions explained in picture - dissecting pieces of
mountain....
Working by night, natural things labelled: “to show just
how systematically and scientifically they’re working.”
Colour - emerald green “which gives it a mysterious
effect.”
dominant colour is brown + ripping: effect of war.
She gets down to the ideological position of the writer
- how he positions the rabbits - the British invaders:
“more destruction of the land, murder, if not slavery
and the stealing of a generation of children from their
parents.”
Another example is from page 12 which “indicates”
everyone is moving around on wheels minding their
own business and “the individual can sometimes seem
unimportant.”
Yet another example of construction the ideological
position is the reference to the clocks and the strict
time limit and “not by their natural sense of time or
surround.”
Meronym: “sucking all the goodness from the sky.”
symbolises - the cold hostile environment
Theme - “might=right” “A western theme”
“A modern western culture” a fake identity to hide the
true one and how people feel towards one another.
6. Descriptive language

“......there is a huge, ugly, grey city that is cold,

Uses noun

clustered and

groups/adjectives, similes,

crowded.”

metaphors and adverbial

This piece of writing has the most descriptive use of

phrases to modify technical

noun groups and modifiers so far read.

lang.

e.g. “thick muddy trails”
“a set time frame”
“the dominant colour”
“their natural sense of time and surrounding”
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“a line of black oil flowing outwards”
“an endless plain of rubbish”

7. Makes connections

Not connected explicitly. However, she obviously

between the meaning of the

combines both in her analysis of the message and the

visual and the written texts.

key meanings the author and illustrator are

*Meaning level

constructing.

*Grammatical level
8. Critically analyses the

Kathy continually focuses on the context of western

text i.e. relates message to

culture - the problems westerns face, thus bringing it

own context

back to her own world experience. That is the drugs,

appreciation/opinion/judge

alcohol, poverty in city streets and the stolen

ment.

generation.
Repetition - of pipes. She relates this to the lifeless

210

condition of our soil.
Dominant colour is brown - appropriate for the mood
and message.
Her rendition of the final pages draws out the
“depressed” feelings of both the numbat and the rabbit
but again she draws attention to the social issue of
“reconciliation.”

9. Intertextuality *intratext
*intertext
10. Language to respond:

Wonderful sentence structure making full use of the

complex, compound,

potential of sophisticated variations in the clause

simple sentences

structure.

210

eg. “There are hundreds of rabbits with pipes coming
out of the giant rabbit-like structure along conveyor
belts as if they are factory made - this symbolises the
cold, hostile environment that the rabbits have created
for their own children and how a child can sometimes
be thought of as a statistic, rather than a an individual.”
Rhetorical questions: “but at what price?”
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11. The language of

Uses modal adverbs such as “the individual can

appraisal: affect,

sometimes seem unimportant.”

judgement, valuation,

“barely enough in the picture to reconcile”

modality and amplification

Uses modal adjectives also eg. worse, unimportant.

Other Comments

This is truly a remarkable piece of analysis, reaching
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down to the depths of meanings and ideological
underpinnings of the illustrator as well as the overall
messages and themes coming through the book. What
she does do so successfully is relate the whole message
and process of the book to her own thinking and own
world experience. She then projects that back on the
author and illustrator to offer to her reader what she
thinks is in the mind of the illustrator, what they are
trying to say, and what message they are offering the
reader.

Assessment criteria :
literacy)

a critical response (visual

Name Nigel V 8P Window 2&3

1. The text describes
and responds.
2. The theme is consistent.

Y

3. Text structure

context

43210
context, synopsis,

synopsis

description,

W 2 Contents of the picture is enumerated.

opinion/judgement

“the baby is two”
“the bush is receding”
“mother-hanging out the clothes”
W3 Mentions more information in each picture.
description
His voice is coming through. He is just not accepting
everyone else’s word. “Congruence of lines and gaze
invites you out of the frame into view.” Then he
criticises this summation by stating, Every (Even) that
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is man made is straight and unnatural. It’s all being
modernise(d). He also personalises the thought of the
bird “flying away from the modern world”.
W 3 He prefers to use point form rather than prose. He
needs plenty of modelling,
“rabbit caging nature”
“teddy - violence or neglect”
“Horse - domestication”
opinion/judgement
He confuses what should be written in the description
and judgement stages.
He mentions that man made things have harsh colours
and that the superman suit shows power over the
fragile box. Mentions the vector as being the boy
looking down at the fragile box.
4. Uses technical language

no or little written evidence

to analyse the picture to
examine how it: sets up
relationships, makes
meaning, is created as a
text.
5. Uses technical language

colours, vectors, colour contrast

to work out the message of
the author/illustrator.
6. Descriptive language

no evidence

Uses noun
groups/adjectives, similes,
metaphors and adverbial
phrases to modify technical
lang.
7. Makes connections

able to when supported one to one

between the meaning of the
visual and the written texts.
* Meaning level
Grammatical level

*
210

8. Critically analyses the

orally
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text i.e. relates message to
own context,
appreciation/opinion/judge
ment.
210
9. Intertextuality *

intra

intratext
*
intertext
10. Language to respond:

sentences poorly constructed

complex, compound,
simple sentences
210
11. The language of

no Sentences poorly con

appraisal: affect,
judgement, valuation,
modality and amplification
Other Comments

Nigel preferred to respond orally to the book rather than
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in written form. He also preferred to use point form in
preference to full sentences. He needs support and lots
of modelled writing to assisting him in creating written
responses which do justice to what he already knows.
His oral analyses as revealed on the tapes are far more
sophisticated - especially concerning The Rabbits.

Assessment criteria : a critical response (visual literacy)
Name Kathy 8P
context
Much more advanced than earlier responses
Gives the general messages as related to the rabbits and the numbats - introduced
species and native species: English and aborigines.
Gives a time setting - last two hundred years
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synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the aborigines went through because
of the white settlers.”
Enumerates each event
description
Highly analytical making connections between the visual elements of the pictures and
how they relate to the stages through the episodes of the narrative and what this all
means in terms of the combined messages of the book.
opinion/judgement
Kathy enumerates all the visual elements used by the author/illustrator. She brings out
her opinion as to the main message projected by the illustrator: “I think it is very clever
how Shaun Tan has used the rabbits to represent the white settlers not only because they
are an introduced species but also because they were a plague that brought death and
destruction wherever they went, just by their presence - and this is exactly what the
white settlers did to the aborigines.”
She passes judgement on the rabbits, “to see how the aborigines really had no chance
against the settlers who only fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of what it would have been like to
be right there at that time.” Then she finally turns the focus back on the artist and shows
what the artist wants the viewer to think. “The artist wants the viewer to think.........”
colour hue and saturation natural clean clear colours
more dull and artificial
shapes change from curvaceous...sharper like city buildings
“The environment has been remoulded into that of an uglier, colder, more hostile one.”
repeating symbols the clock, the eight arrow flags that points in all directions.
gaze very cold and hostile - hunter
venerable look - brings out the “hunted”.
offering information no communication with the viewer (historical information about
how the whites treated the aborigines).
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angle drawn is up front - offering information
proportion of the rabbits: numbats seem almost nonexistent rabbits extremely
overpowering.
rabbits white colonists the do-ers
the numbats represent the aborigines the done-to
symbolise rabbits abstracted and sharp with “pointy, high, skinny ears that symbolise
their ranking and importance.
Numbats natural more realistic - curvaceous and more attractive.
very high colour saturation - the red rock: contrasting, symbolises the red earth
meronym fossils in the cave = many generations of aboriginal ancestors
a strong sense of the known and the unknown and their meaning
comparison superiority, tiny footprints insignificant in comparison to the harsh black
marking on the land.
actions: colonise, manipulate holding, showing
body language: “The four rabbits are trying to teach the aborigines their way, as one of
them is sitting down holding a mechanical wheel and showing the aborigines
knowledge, but he has his back turned on the aborigine who is holding branch trying to
tell the rabbit about some of their knowledge.”
Numbers - rabbits are not looking at the land for what it is.........but labelling it into a
scientific category.
symbolise eight arrows going in all directions - to spread, colonise and take over
repetition of this symbol is important as it helps explain what is driving the rabbits.
storm cloud symbolising “a change in the weather.”
clock - symbolising time and how they brought it with them
“This suggests they are trying to put the puzzles of this picture into a real life version
and create a real life dream - a mission that is impossible.”
meronyms - “These are meronyms for the carelessness and destruction of the Australian
wildlife.”
Cows dragging a milking device with a clock attached to it - a meronym for cows
producing milk out of their normal time frame.
symbolising - symbolising the impact cattle had on the environment
Actions explained in picture - dissecting pieces of mountain....
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Working by night, natural things labelled: “to show just how systematically and
scientifically they’re working.”
Colour - emerald green “which gives it a mysterious effect.”
dominant colour is brown + ripping: effect of war.
She gets down to the ideological position of the writer - how he positions the rabbits the British invaders: “more destruction of the land, murder, if not slavery and the
stealing of a generation of children from their parents.”
Another example is from page 12 which “indicates” everyone is moving around on
wheels minding their own business and “the individual can sometimes seem
unimportant.”
Yet another example of construction the ideological position is the reference to the
clocks and the strict time limit and “not by their natural sense of time or surround.”
Meronym: “sucking all the goodness from the sky.”
symbolises - the cold hostile environment
Theme - “might=right” “A western theme”
“A modern western culture” a fake identity to hide the true one and how people feel
towards one another.
“......there is a huge, ugly, grey city that is cold, clustered and
crowded.”
This piece of writing has the most descriptive use of noun groups and modifiers so far
read.
e.g. “thick muddy trails”
“a set time frame”
“the dominant colour”
“their natural sense of time and surrounding”
“a line of black oil flowing outwards”
“an endless plain of rubbish”
Not connected explicitly. However, she obviously combines both in her analysis of the
message and the key meanings the author and illustrator are constructing.
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Kathy continually focuses on the context of western culture - the problems westerns
face, thus bringing it back to her own world experience. That is the drugs, alcohol,
poverty in city streets and the stolen generation.
Repetition - of pipes. She relates this to the lifeless condition of our soil.
Dominant colour is brown - appropriate for the mood and message.
Her rendition of the final pages draws out the “depressed” feelings of both the numbat
and the rabbit but again she draws attention to the social issue of “reconciliation.”
Wonderful sentence structure making full use of the potential of sophisticated variations
in the clause structure.
eg. “There are hundreds of rabbits with pipes coming out of the giant rabbit-like
structure along conveyor belts as if they are factory made - this symbolises the cold,
hostile environment that the rabbits have created for their own children and how a child
can sometimes be thought of as a statistic, rather than a an individual.”
Rhetorical questions: “but at what price?”
Uses modal adverbs such as “the individual can sometimes seem unimportant.”
“barely enough in the picture to reconcile”
Uses modal adjectives also eg. worse, unimportant.
This is truly a remarkable piece of analysis, reaching down to the depths of meanings
and ideological underpinnings of the illustrator as well as the overall messages and
themes coming through the book. What she does do so successfully is relate the whole
message and process of the book to her own thinking and own world experience. She
then projects that back on the author and illustrator to offer to her reader what she thinks
is in the mind of the illustrator, what they are trying to say, and what message they are
offering the reader.

Critical literacy questions
Teaching Reading A K-6 Framework p. 13 Text-analyst role:
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As a text-analyst a

reader is concerned with the underlying and

unstated assumptions in the text and the way the text attempts to
position them as readers. Readers use the text-analyst role when they
ask questions such as:
* What is this text trying to do to me?
* Whose interests are being served by the text?
* Which voices or points of view are being silent?
Readers adopt the text-analyst role when they:
* talk about opinion, bias and point of view in a text
* present an alternative position to the one taken by the text or decide
to endorse the position

taken by the text

* think about what the writer of the text believes.
Before reading
How do you read/view the front cover?
Who would you think it is aimed for?
What do we know about the characters/content/topic in this book?
Who might be/might not be interested in reading the book?
What knowledge do I need to be able to read this book?

During reading
Do the illustrations tell a different story to the written? Etc
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Case Study Nina

Introduction
a. The school
Glenville Public School has around 180 children with a lower to middle class
community who have some involvement in the school’s activities. There is strong
parental support from some quarters of the community. This has been a change in
school structure as the Junior School was targeted in order to change the school culture.
There is a strong multicultural population due to the large number of students who are
the children of overseas University students enrolled at the University of Woodlands. In
all there are 23 nationalities making up 48% of the school population as coming from a
non English speaking background.
The school’s ethos can be described as one which is based upon community
involvement and one which provides for a sound educational experience for the students
in all key learning areas. This research was seen to be closely applicable to the school’s
curriculum and as being part of the school’s continuing emphasis and support in
literacy. It was also seen as an opportunity to trial new aspects in literacy development
within the given class structures.

b. The teacher
Nina is an experienced and widely respected Yr 5/6 teacher who held the position of
Executive Teacher. When approached about the research study she explained that she
was very interested in visual literacy and was happy to be part of the project. Nina is a
well organised teacher with an intimate knowledge of the syllabus and the educational
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needs of her students. While I did some of the teaching, Nina was keen to do much of
the teaching, quite often the two of us taking a team teaching approach. She was
meticulous in keeping a reflective diary which also served as a faithful record of what
happened and the interaction and interaction I had with her during the course of the
study.
From her studies and previous work with consultants Nina has become familiar with the
theory behind the NSW English Syllabus. In the teacher pre-interview she stated that
she was familiar with understanding a functional view of language, modelled and
guided reading, the four roles of a reader as well as critical literacy (au. Pr. T. Int. 24102429).
From her practice it is evident that Nina holds certain beliefs which are important to her
in the way in which she organises her learning experiences and by the way she thinks
about teaching and learning. The influence of the multilingual home environment is
paramount. “The position of schools is determined by what happens at home too.
Because you’ve got very little happening at home as far as literacy goes” (au. Pr. T. Int.
2105-2112).
Nina preferred to do visual literacy as part of an integrated unit rather than in the
levelled reading session. It had components of English, HSIE, Science and Tech and PD
(au. Pr.T. Int. 2934).
Nina hadn’t done much visual literacy with this particular class except for the work she
had done with the other Yr 5/6 teacher in photographs and family trees. However in the
past she had done visual literacy with her seniors, and thought that this project, gave
them the opportunity to see what emotions are evoked through pictures (au. Pr. T. Int.
2274-80). At this stage, much of Nina’s approach to visual literacy was influenced by
her previous experience in the teaching of big books (au. Pr. T. Int. 2163) which
involved asking questions like, “do you think this picture is appropriate for what we’ve
just read? Was it what you thought it was going to be?” (au. Pr. T. Int. 2176-80).
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Nina had a foundation of knowledge in visual literacy from her university degree work
in children’s literature and picture books (au. Pr. T. Int. 2288-90). She had looked at
things like colour and the position of objects and was “keen to share and learn with
others” (2350). From the outset of this study, Nina had the intention of analysing my
framework of visual language and applying it into her unit (au. Pr. T. Int. 2354-64).
Nina’s beliefs were spelt out in her statement written at the conclusion of the study in
which she was asked to reflect upon her pedagogy. She mentions Cambourne’s
conditions of learning, linking learning areas, providing purpose to learning, an easily
accessible form of language for viewing in the classroom, using criteria for assessing
student work as well as providing opportunities to talk, write and read about language
learning. She said that:
Students need to learn the language of visual texts, about the language
of visual texts, and use the language of visual texts. Therefore the
lesson plans were designed to try to incorporate these three modes. I
also try to provide a range of texts to focus upon, for that learning
(Nina written statement of pedagogy).

c. The class
Nina thought that generally speaking, her students were quite advanced (au. Pt. T. Int.
2927). Her class had more Yr 6 students than Yr 5. Nina described her class as having a
girl who was struggling in Maths and English and a boy who was ESL. The rest were in
“the group in the middle” with two or three very bright students who were not good at
staying on task (Pr. T. Int. au. 2928-9; au. 2970-93).
Within the school community, there was a mixture of socio-economic background with
a lot of children from the housing commission area, and others who were overseas
university students children who don’t have a lot of money. They families are usually
sponsored by the university or their own government. Literacy standards were slightly
depressed and not because of the teaching that is happening in the school (au 2970-93).
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d. The books
The books and the visual resources chosen in this case study were commensurate with
the design of the classroom curriculum. The class work was in the theme of
environmental issues and so Nina mentioned Jeannie Baker’s books as a major
possibility (au. Pr. T. Int. 2382-5). Nina chose to make her visual literacy part of an
integrated unit which looks at man’s interaction with the natural environment. She
chose the books because their message fitted in with the theme of the unit. Her
integrated approach encompassed English, HSIE, Science and Technology and PD – “it
all fits together really well” (au 2956-9).
Window by Jeannie Baker is a picture book without words, but has such a strong
semiotic voice through the collages that the main message and various meanings come
through loud and clear. The author/illustrator annotates a message at the back of the
book emphasising the fact that “we are changing the face of our world at an alarming
and an increasing pace.” She states some alarming figures and predictions but does
believe that “by understanding and changing the way we personally affect the
environment, we can make a difference.”
The Story of Rosy Dock by Jeannie Baker is a very similar book to Window in its intent
and message. The Story of Rosy Dock is the story of an elderly Anglo-Saxon lady from
the city, who settles with her garden in the wilderness, a garden that is beautiful – but
with an unexpected flowering. There is some written text that interacts with realistic
collages to create meaning with a message of far reaching consequences.
Where the Forest Meets the Sea by Jeannie Baker is a picture book with similar format
to the other books she has written. She writes on the back page, “The place, the people,
and the predicament are real. This forest is part of the wilderness between the Daintree
River and Bloomfield in Northern Queensland, Australia”, and “The relief collages are
constructed from a multitude of materials, including modelled clay, papers, textured
materials, preserved natural materials, and paints.”
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‘The Whales’ Song’ by Dyan Heldon and Gary Blythe has been spoken of in
the following terms:
“One of the most beautiful, poetic, mysterious and overwhelming
picture books you are ever likely to read… a dazzling and haunting
book” (Books For Your Children).
“It sends shivers up my spine every time I look at it; it’s a book that
people need to look at” (The Bookseller).
“Gary Blythes illustrations…are highly accomplished with absorbing
close-ups of faces and bewitching seascapes” (Observer).
Basically it is a tripartite interplay between three key characters who are set up in
interpersonal relationships by the illustrator in such a way that involves the viewer as
the fourth player in resolving the values and conflicts intertwined in this story. The book
gives an intimate study in the ‘gaze’ of Grandma as she recounts in emotive terms, her
childhood encounter with whales to her grandchild, who is sitting on her knee. Her
conflict with Uncle Frederick is so aptly depicted in the visuals with telling attitudinal
angles and eye lines between the characters. Despite his disapproval of Grandma’s
story, Lilly herself ends up seeking a relationship with the whales by giving them her
gift of a yellow flower, which in effect becomes the realization of her dreams. She had
dreamt that the whales would one day dance and perform for her as she sits on the
shore, just as they had done so for Grandma, so long ago.

Procedure (How the books were used) Memos
Throughout the study Nina did a lot of reflecting, deliberating and planning about her
teaching of visual literacy. She also spent considerable time observing what was
happening and noticing trends and planning accordingly. This was often done in
collaboration with myself. The data shows that Nina’s regular reflection and extensive
planning comes about through her reflective diary, and is also evident in my field notes
(See Appendix N for Nina’s diary entries). Some of this reflective planning is
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enumerated below because the content reappears in the data analysis and resurfaces in
the grounded theory itself.

1. Nina used the proforma I suggested for the response text type (Nina’s reflective
diary 10/8; 20/8), used the model response for the flood pictures that I had
written for the students (Nina’s reflective diary 25/8), and wrote her impressions
about the standard of the students’ work (oral and written responses).
2. I saw the need for the class to link the language of the framework with
critical literacy and mentioned the link between critical literacy questions, the
response stages and the language of the framework on numerous occasions.
3. With The Story of Rosy Dock I supplied Nina with some notes containing, the
stages of the response text type, related critical literacy questions and the
language of the framework (my field notes). Similar support material was also
given to Nina for The Whales’ Song. Nina adapted these suggestions to her own
teaching producing her own scaffolds for response writing. The scaffolds
included critical viewing questions and terminology developed for the
appropriate generic stages of the response text type. (Additional data re link of
the language of the framework with critical literacy: vi. 1 – 190; au. 1- 314; field
notes 3, 4, 10/9, & 27/9).
Nina’s procedures for using the language of the framework in teaching viewing began
with collecting visual texts so she could label them with teaching points in viewing.
She used the proforma for the Response text type which was provided, my model
response text, on the Illawarra flood picture and an OH transparency of response
subheadings and questions. She planned that the students were to write their first
response to the storms pictures in Woodlands (field notes; Nina’s diary).
The Woodlands Flood Pictures were published in the newspapers during August 1998,
and Nina took the opportunity to use the occasion to focus on environment, visual
literacy and the writing of responses. She looked at the vocabulary of position, had
different groups write up different stages of the response text, provided time to
discuss visual deconstruction and share findings with the whole class.
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The following lesson plan shows Nina’s approach to modelling and teaching the
response genre and introducing them to the Flood picture (Additional data: au. 1619; au.
1623). The response genre was to be used as an initial written response. Later on Nina
had the students write another response that could be compared to this initial response.
25/8 Lesson Plan 30 min First Response writing
•

OHT questions for a response;

•

laminated newspaper picture; and

•

Colin’s response

Using a photo from the Mercury 23/8/98 of the storms in Woodlands have the students write
their first Response Text.
Sequence
•

Explain the terminology ‘Response’ and what is required to write one. Present
OH of subheadings and scaffolding questions;

•

Present the newspaper photograph;

•

Explain and record the Context for the work on blackboard; and

•

Brainstorm and record ideas to use under the three headings – Synopsis,
Description and Opinion

Questions
Synopsis – What is the message?
Description – What catches your attention about the photo?
- Description of any people? Objects?
- What else do you notice?
- What might the picture be telling us?
- What do you see/notice first about the entire picture?
- What descriptive words can we use?
Opinion – How does the picture make you feel?
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- What does it make you think about??
Brainstorm results
•

What texts can we respond to?

•

Response texts We can write about poem, story, picture, map, rep[ort,
autobiography, letter, TV program,, newspaper article, biography,
magazine/article, photograph, journal, painting, video, radio program,
advertisement;

•

What is the context? Illawarra Mercury 223 August 1998 pictorial
supplement 12 pages Woodlands floods – Mon 17th evening – to show
the devastation;

•

Synopsis Flood – next day – Lonsdale’s house – damage – machinery
to clear rocks – looking down the driveway – damaged house across
road;

•

Description Perspective – photo from Lonsdale’s house – looking
down driveway – road – to other house – excavator – water – mud – bush
– rubble – rocks – house (describe these);

•

Opinion What do you think or feel when you see the photo? Does it give
the message clearly? How?

•

Write a response in English Books;

•

Share some responses and discuss; and

•

Read Colin’s response to the other photograph.

With the book Window, Nina taught modelled reading activities beginning with the
book cover, and asked questions like “What do you students already know about this
book? What changes do you notice? And what relationships do we notice?” The
response text type was revisited and the students wrote up the context of the text as the
synopsis. The next lesson the students worked in groups of five and wrote up the
Description stage of the response text, involving framing, colours and the visual clues
used by the artist. In the lesson that followed, the students were able to finish their
responses to Window using the generic stages as their guide and then edit and publish
them.
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Nina’s lesson plans from her diary (see Appendix N) show her ability to guide the
students though the generic stages of the response, while analysing the visual texts.
With The Whales’ Song by Dyan Sheldon and Gary Blythe, Nina used the same lesson
organization of modelling, providing lesson support using group situations and
allowing individualised responses as students moved into the book. Regular reflection
on the progress of her lessons was part of Nina’s routine. For instance she felt that
having the students analyse and respond to every page in the book was too much. She
thought through the issue of expecting the students to write about every page, thinking
that they would be overwhelmed and do only a superficial response. Her refinement was
to choose a set of questions from my plan, identify the pages the children should refer
to, introduce the particular grammatical point she wanted them to comment about and
guide the children concerning the subheadings and the questions related to them (Nina’s
diary, 26/10/98) (Also see Nina’s reflective diary 20/8 & 25/8; au. 939; au. 954; au. 972-8;
au. 979-86; au. 1053-7; au. 1241-51; au. 1257 & au. 1261-4).

The unique thing about Nina’s approach is that she organised her lessons according to
the stages of the response text type. The first lesson in viewing The Whales’ Song was
the writing of the context and synopsis. The following lesson plan was to do with the
writing of the description etc. and was part of Nina’s reflective process. It took up to
three sessions for the students to get their writing up to publication stage. Nina’s process
of reflection was also a refinement in how to teach The Whales’ Song. Her lesson
planning and organization was also part of it.
26/10/98

The Whale’s Song

The lesson organization was suitable. My comments re taking each teaching point a
little slower is important I think.
I’ve also thought through the expectations of the students to write their responses.
•

Do we expect that they will write about every page in the book?
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•

I think the children will be overwhelmed by that and consequently do a
superficial response.

•

I intend to choose a set of questions from your plan.

•

Identify the pages the children should refer to

•

Introduce the particular grammatical point I want them to comment
about.

•

I’ll also guide the children concerning the subheadings and the questions
related to them

3/11/98 The Whale’s Song - Response writing
•

Reread the text.

•

Handout the response Guide (See next section) and ensure everyone
understands the questions and instructions – refer children to the charts
on BB to revise special terms – also remind them of special grammar
language they should try to use.

•

Allow time for writing about Context and Synopsis.

N.B. We have six copies of the text. Therefore groups of four should choose the same
double page spreads for the next section.
Response Guide
The Whale’s Song – Dyan Sheldon, Gary Blythe
Context
•

What do we know about the characters, theme and topic?

•

What is the setting? When? Where? How? Why? Who?

•

What is the author’s and illustrator’s purpose?

•

When was the text published? Where?

•

What is the main message of the text?

•

Whose opinion do you think is put forward?

Synopsis
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Description
Choose two double spreads to write about.
•

Name the page you are writing about.

•

Write about - the people, objects, animals

•

their relationships to each other

• their relationships to the setting
•

their relationships to the viewer

•

any actions in the foreground and how they are achieved

•

the emotions and feelings the image generates

•

line

•

shape

•

colour

•

direction

•

framing

• who or what is salient?
•

is the written text the same as the visual text? What is it trying to tell the
reader?

Opinion
•

What do you think? What makes you react that way?

•

Reread the text.

•

Review the requirements for writing about Description. Focus on chart of

10/11/98

terms we have discussed.
•

Allow time for writing.

N.B. This took up to three sessions for the students to get their writing up to
publication stage. They had the chance to word process it at home or have me do it.
Copies were made for the students, Colin and me.

With The Story of Rosy Dock by Jeannie Baker, I introduced the book bringing the
students’ attention to a lot of new terminology which was used by Nina to write up
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some vocabulary charts to be used by the students in writing responses. The students
then were able to analyse the book using those terms individually in groups (Nina’s
reflective diary 6/10/98).
The charts Nina made were based on my lesson and the terms I introduced as well as
some of her own lessons.
The Story of Rosy Dock

Salient – the most important
part of the visual text – the

Horizontal lines

desert

Cycles

Symbol – circle of the seasons,

Gaze

Setting

cycles

Introduced plants and animals

Colour

Wind blown seeds

Colour saturation

No predators – so the plants

Warm

reproduce quickly

High saturation

Extinction of natives

Low saturation

Verbs – swirling, spiralling,

Dull

singing

Lines

Noun group – harsh searing

Horizontal

sun, squalling cloud, kangaroos

Semicircular

that lived in trees, a creek into

Rigid jagged

the rainforest

Sloping

circular

Repetition -

Straight

flowing

Circle of grass, red colour,

Curved balanced

cool
vertical

trees, mountains, horizontal
lines, tuft of grass, birds, and
desert life.

With Where the forest meets the sea by Jeannie Baker, Nina implemented a similar
plan. After sharing the big book, the features were analysed, shared and discussed.
Questions were used to guide the students in analysing their texts. Students individually
and in groups write responses to images in the book using questions that make use of
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appropriate vocabulary. Students were then permitted to finish the questions in their
response at their own place. The major finding here was that the questions really
scaffolded the students in their responding, as does the group situation in supporting
their thinking. Nina’s detailed lesson plan for Where the Forest Meets the Sea is found
in the Appendix N.

What happened when the teachers used the framework?
The rest of the research questions are subordinate to this the main question. The
categories which have come to light from the data analysis of Nina’s class are logical
and help organize the data. In this way the data was used to inform the answers to the
research questions.
The categories at this stage of the data analysis were visual literacy, titles of the books
and media pictures studied (i.e. Pictures from the media, Window by Jeannie Baker, The
Story of Rosy Dock by Jeannie Baker, Where the forest meets the sea by Jeannie Baker,
and The Whales’ Song by Dyan Heldon and Gary Blythe). These are further divided into
the three broad categories of visual grammar and written grammar as well as the
relationship between the visual and the written. These broad categories are further
divided and articulated by the actual visual and written grammatical terms used.
The terms were the language used in the different forms of data. The data comes from
teacher/student interaction, student work samples, teaching learning strategies and
student written responses, teacher reflective diary and Researcher field notes.

What language for viewing was used during teacher-student
interactions?
As stated above, the actual terms used were listed as categories. In trialling any
language it makes sense to observe how the ideas and lexis of that language have been
used and for what purpose. The data categories in this next section are the actual terms
that were used in the viewing process, and were embedded or grounded in one or more
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critical viewing episodes. A critical episode is defined as a piece of oral or written text
that is an integral part of a larger stretch of data which critically analyses a visual text
e.g. a viewing lesson.
This means that the viewing processes in which a term was used, will be lifted out of its
larger context, examined and talked about within the context of its own critical episode.
This ‘talk’ will largely contribute to answering many of the research questions that are
subordinate to the main question, “What happened when the teachers and students used
the language of the framework for the critical viewing of visual texts?”

Critically viewing pictures (Illawarra floods 1998)
Introduction
When Nina taught the language of viewing she usually explained what the terms meant. She
modelled using different terms to the class, quite often having them on the floor in front of her with
the book stand and pictures for ready reference. As Adrian said, “She makes like a demonstration,
what she expects and when people can’t understand it she sort of might show them.” Jemima
explained that “If you are having trouble she’ll come around and give you an example of what she
thinks” (au. 1623).

Position – thirds
The purpose of this critical episode is to show how Nina used ‘position’ and the idea of ‘thirds’ to
show what the photographer regarded as important. She had a way for modelling how a pictures
will show important things, by folding thirds horizontally and vertically and locating people and
things which lie on those third lines (vi. 196). She also asked the students why the thing or person
was important.
By focusing on thirds the students seemed to have a starting point for constructing a character’s
feelings, facial expressions and emotions. One such feeling was ‘a warm fuzzy feeling’ when a girl
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was rescued from the Illawarra floods while another feeling was a feeling of ‘anger’ because a man
in the picture was emphasised by the third lines in his flooded house.
FLOOD PICTURES

N: There is one that is absolutely wonderful the thirds here. And this is
this one. Where you’ve got the edge of the doorway, you’ve got a third.
The other edge of the doorway a third.......the picture into three nearly
even things. So we talked about thirds going across the picture. On a
horizontal. Who can see the third on that one? …… Come and show us
where the thirds are and you might say why it is important (au. 11161132). Nina and sts deliberating about what is in the thirds and what is
important (au. 1132-1166).Sts and Nina deliberating about facial
expressions and using thirds to focus analysis of characters and
happenings in the picture (au. 1225-1255).
Jemima We’ve got to write about the positions in the picture.
C Yes what are the positions there?
J I think he is in the right third.
St I think he is in the middle but.
Jemima Thirds (motioning with hand) I think in the middle I think.
The house is wrecked. “Oh what a bummer!”
I’ve been thinking, “If my house was wrecked I’d think, ‘What a
bummer’”(Other student writing down findings). ??
J And he’s very angry that it has happened.
C Right (vi. 42-54).
The students focused on the “Our week awash” picture, looking at those
people who were in thirds. One of them thought the policeman saving
the girl down at the bottom left third, was a warm fuzzy area that we like
most, to which Nina replied,
N Good because he is saving the girl - it’s a good feeling isn’t it?
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Another saw the other men in thirds who also gave the viewer a good
feeling because they were saving people (vi. 140)12.34.

Memo
It seems that Nina was able to use the idea of breaking pictures up into thirds as a way of focusing
the students’ attention on the more important and significant aspects of a picture. The video
coverage shows that the students seemed to enjoy a sense of discovery as they pointed out what
was lying on the vertical and horizontal their lines. Having done that some of them then took the
opportunity to analyse the emotions and feelings of the participants within the visual image. It
became apparent that having completed an initial textual analysis on how the text was organised,
the viewer was free to focus on more of the interpersonal aspects and messages being constructed
for and by the viewer.

Centrality
The purpose of this particular episode is to show the students’ ability to locate the
position of things in the centre of a picture. In this particular critical episode which was
connected with the Illawarra floods, the students were able to interact with the picture
and with each other, to work out just where the car was located.
Nina Centre?(vi. 166)
Tamsin The car (pointing to car on picture on blackboard).
Nina The car right in the centre.
St The wheel
Nina And what do we notice about that wheel….?
St It’s down
Nina Yes its down in the mud isn’t it? Mat?
M (Kids all attentive lots of hands up)
It’s down in the ditch - it’s caught in the mud.
(vi. 181)Nina What else is in the centre, J….?
J The car that’s sunken.
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Nina Yes in the bottom one too and it’s certainly sitting there right in
the centre.
Something else is sitting right in the centre 19.14

Memo
This episode is fairly basic in its analysis. However, it seems to show the benefits of
collaborative analysis where the students and the teacher equally contribute their
findings, one after the other, eventually completing the picture.

Colour – bright - warm/cool – cross hatching – light/dark
The purpose of these critical episodes is to show how the teacher and students were able
to talk about colour using certain language that seemed to describe the images portrayed
by the illustrators and photographers.
When analysing a Water Board water conservation poster students decided that “bright
colours are over the message so that it is loud and clear” (au. 567-623, Katherine’s
written response). Colour was also linked to the environment. “This is a natural colour
for our environment – purples and reds” (au. 567-623). When analysing a flood picture
Tamsin decided that it had “bright colours blue, orange, yellow and green. The
message is that there are better still days ahead.” To which Nina replied, “That is
something I hadn’t thought about - well done” (au. 976-979) (au.1000-40).
Then the students were able to deliberate about the effects of light upon the images
photographed. In one of the flood pictures a student in the video footage sees that a light
is on in a room and is shining on the man in the picture. Jemima volunteers that he looks
grumpy. Another student adds, “because his house was flooded.” Colin asks, “How
does the photographer show that?” Both Colin and Jemima work out collaboratively
that it was done by “getting it up close” (vi. 54-60).
During her post interview, Nina seemed ecstatic about how much knowledge the students
displayed in their analyses of the flood pictures. She mentioned their knowledge of the effect of
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light and dark, the reflective gear on the policemen, and their ability to depict people on the roof
of the house because of the flash of the light (Post Int. au. 1000-1048). As usual Nina had the
students share their group findings with the class. Collaboration between individuals and
groups seemed to be beneficial in the construction of ideas and meanings in pictures many
times during the study. The following quote seems to summarize colour and take notice of
unexpected analyses.
St Colours - in the first picture the colours are dark and its night and its black,
dark brown and the jacket on the rescue man is bright colours. It stands out.
The camera lights up the people on the roof.
N Show them where it is.......And interesting that you don’t see that until you
look further and read. Somebody said they didn’t see that until they read
underneath, “a flash from the camera, lighting up the people.” (au. 979-86;
Post Int. au. 1000-1008).
Adrian and Mal refer to the way the cross hatching is used to make the
shadow (567-623).

Memo
With the Water Conservation Poster the students appeared to be using their own
intuitive knowledge. The viewer’s language was valued. It was observed by Nina and
Colin that the analysis was done “without our prompting, and we didn’t give it a label.”
Furthermore, the students’ learning seemed to be supported through something as
simple as hearing students read their responses, applauding them and visually
displaying their work (Post-Int au. 1000-1048).
Concerning the students’ work on the Conservation posters, Nina stated, “That was
fantastic. I think HS students couldn’t do better than that............Now I want to make a
visual display. I’ll take your pieces of written work, I’ll put them on computer, and then
I’m going to display them, with the series of pictures so that you can see how you put
that together” (au. 984-991).
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The above episodes seem to show that there are benefits in the collaborative efforts of
students and teacher jointly deconstructing a visual image for its meaning, in groups
with a language for viewing, but not necessarily restricted to the language that was
provided by the teacher.

Left hand side/right hand side
The purpose of these next episodes has to do with the students and the teacher
explaining what is considered to be in the privileged position of importance in a visual
image at the time of the Woodlands floods. The students’ and teacher’s positional
language is used to critique the relative importance of information presented in the
picture.
N Where else is there something on the Left of the picture, Jemima?
J This picture because they are trying to get the car out of the mud
(Flood pic with car top centre sliding into the mud with people behind it
trying to get it out of the mud) (vi. 140-43).
Nina One of the things I’ve asked you to look for, when you were writing
your Window response was Where are the important things? (au. 10545)
What do you notice on the left of the picture? Who can remember why
we said the left of the picture is pretty important? In English this thing is
in our culture. What is it?
St We write
… N So often when people are putting visual texts together they say,
‘OK’ we need the reader to look at the left first because that’s what you
do when you are reading a book, you always look at the left because
that is what you do in our culture always look to the left except if you
are Iranian............because in your language you start at the right don’t
you? And different cultures have different ways of doing it. ….Now let’s
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look at what picture in all of those (Flood pictures), had something
important on the left? (au. 1052-1065).
Jemima refers to the man being in the thirds.
N OK That’s on the RHS We also have some things which appear from
the centre (au. 1070).

Memo
What Nina didn’t do on this occasion was point out the Given/New correlation of the
left right orientation of the images. However, these critical episodes are interesting in
that Nina was not only able to assist the students in thinking about what was important
in a visual image by the its left/right orientation, but was also able to correlate the
left/right orientation and our culture – the left/right orientation of a picture and how a
culture practises writing its verbal texts. There are other times in the research when the
students seem to have had this meta-cultural awareness about the social construction
of meaning (au. 939-996; au. 1055-68; vi. 219-224). I feel this could be accredited to
Nina’s approach in teaching literacy within its social and cultural context – “social
literacy” as one student called it during the post interviews.

Taken from, looking down
PICTURE OF FRONT END LOADER REPAIRING FLOOD DAMAGE IN RAGING CREEK

Movement/vector
During the Pre-interview with Nina, we recounted what the students picked up on the
movement in a Our Week Awash picture. She mentioned the “implicit knowledge about
the position of each of those people and where the people are and the movement in the
picture - the movement of the water. There is movement across where the rope was, and
the house across to the rescuer, and the other rescuer in the middle, with his arm up to hold
the rope, and he had a small child in his other arm passing the child to the police officer.
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You could see all that movement happening in – it’s like a triangle. And they picked that
up”.
And in the lesson in which she and the students unpacked the elements of the Mercury
picture she uses the movement of the rope in the picture to introduce the concept of a
vector.
N To the other person. It looks like it to me too so, this person’s got the
rope, this person has the rope, so if we could join them up we would
have a line wouldn’t we.
St Yes
N The rope guides us to that line and also that thing its called a vector.
A line going through something else and the line is going through these
people and the child is joining them together isn’t it? The rope is joining
these two rescuers. The rope is also being joined to the people who are
being saved. That vector across there. (au. 1096-1102).

Memo
This critical episode seems to indicate the value of deconstructing the picture in terms
of movement and its essential components. The introduction of the term vector was
appropriate because of the line set up by the actions and movement in the picture. With
the term ‘vector’ the concept of the ‘do-er’ and the ‘done-to’ may be added to fully
describe its function.

Line
Water conservation poster
In groups the students had to answer questions about the meaning and message of the
water pollution posters they were given. In this particular episode they were answering
the question “How did lines in the text emphasise the message?” In one group they were
162

able to use descriptive words to analyse the different lines, while another was able to
make the distinction between built areas and the natural environment through line. They
said that
The roof is parallel. The path in the drive way is curvy, the
drainpipe is vertical. The hose is circular, the roof in the porch is
bendy. The lines are directing the words to the picture. The building
is rigid and the natural environment is soft and flowing. We all
agree that this poster shows and explains what we should do. For
example wash the car on the grass. It also explains what we should
not do, for example, leave the hose running (567-623).
Nina ...Now the lines in the poster emphasise the message – what is
the group’s opinion of the effectiveness of the poster – in other
words do you really think the writer of this poster got the message
across? The groups’ opinion (au. 632-647).
St The sharp lines are the built area and the curving lines for the
natural area (au. 567, Denise’s written response).

Memo
This series of episodes shows that the students were able to describe the kind of lines
and relate them to built and natural environments but didn’t seem to be able to give the
kinds of lines as a reason for the effectiveness of the poster. They were able to tell what
the message was such as in the case of Mal. “This is the message for the reader, water
cycle, don’t pollute, don’t put oil, take short showers (567-623).”

Eyeline
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Water conservation poster
These episodes show the students ability to be able to ascertain where the eye begins,
where it goes and where it ends in the picture. The audio recording has Colin asking the
students focusing questions like, “Where does your eye go?” “Where does it go then?”
and “Where does your eye finish?” Katherine’s group was able to come up with the
following analysis.
Katherine’s group: Your eyeline starts in the river because that’s where
the water comes from and ends at the home because that is where you
have to save water. The eyelines are the rainbow and the road
(Katherine written answers) (au. 446-511).
Students were fairly perceptive – from observing their viewing of the poster, it was
established that their eyes stopped at the home, because this is where you have to save
water. They concluded that people should wash their cars on the lawn (as was the case
in the poster) because of the potential for grease and poisonous chemicals being leaked
into creeks and streams. After having analysed, line and colour the group deliberated
about the main message
Jemima The main message that we got was how to prevent pollution and water
waste in your home. My opinion is we wash the grass clippings down the
streets, and into the storm ways which lead into the ocean so we have to keep
our streets clean.
…
St People keep chemicals in their garage and when they are finished with them
they pour it down the drain and it pollutes our water ways (au. 558-565).

Memo
These episodes seem to indicate the advantage of doing group analyses on a simple
visual grammatical feature such as line and eyeline. In the supportive learning
environment of the group situation, the students can work out what is important at the
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beginning and end of a line along which the eye travels. The end point for the viewer
seems to indicate the picture’s message.

Gaze
Teacher reflection, teacher/student interaction
This episode shows Nina’s willingness to reflect upon what she has done and what she
needs to do using the chosen picture – the flood picture (ONE DEAD) featured above.
Again this was early in the project but it helped her remember the analyses she had yet
to do i.e. gaze and movement.

N And so I need to now to be able to introduce them to gaze, and the
whole idea of the movement in there. And those flood pictures are really
good for that. That submerged car that they had. And they were digging
the mud out. We haven’t done the gaze with the camera. So there are a
lot of things I haven’t yet touched upon.
C From their implicit knowledge and give it a label.
N Do you notice how the lady and the girl have their eyes to that? The lady
does. What is the girl looking at?
St us
N Sure is - she’s looking at you the reader (vi. 152, au. 1083-1086).

Memo
Having the teacher reflect upon how she or he has analysed a picture or picture book
may lead them to talking out what other visual grammar yet remains to be elicited from
the visual, and when she actually visited this series of pictures again, she was able to
establish with the students the knowledge of the person’s gaze at the viewer, thus setting
up a relationship with him or her.
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Main message, sub message, opinion
Water conservation posters
In the following experiences the students were asked to work in groups, with the teacher
and Colin roving. They were to analyse the water conservation pictures using an agreed
area of analysis e.g. group 2 did the synopsis of all the conservation pictures, group 3
had to describe the position of things, group 4 was going to talk and write about the
colour used, group 5 were going to look at “what you notice first and state why,” and
group 6 had to give an opinion about all the pictures. “Someone records, somebody has
to be the reporter (au. 1257-4).” Part of this process was to work out the main message
and the sub messages.
They way in which some groups explained the poster’s message are as follows:
Denise’s group: This poster shows the best environmental
solutions for around the house duties. These are some of the things
around the house that residents need to improve. Firstly our
vehicles, these ways of transportation should be washed on grass
to avoid soapsuds, dirt and grease to flow into water streams. Next
the garage or shed, these places have very poisonous substances
and should be locked away for children and pets. Next is the
kitchen. Do not put oils or vegetable scraps down the sink because
if we continue this our oceans will be polluted. This is a natural
coloured environment, part from the purples and reds that stand
out from the natural colours. These colours outline the built
environment…………….are greens and blues they are surrounding
the built environment (Denise’s written answers).
Katherine messages: Mow grass less often, fix leaking toilets,
washing machines must be only used on full loads, turn off the tap
while cleaning your teeth, wash your car on the grass, don’t water
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the garden during the heat of the day, put in the plug while
washing your hands and mulch your garden to reduce watering.
It’s brightly coloured so the message is loud and clear
(Katherine’s group written answers).
Jemima was able to ascertain the main message of the poster . “The main message that
we got was how to prevent pollution and water waste in your home.” (au. 546-66).
When they were sharing their written responses, Nina was able to elicit their sub
messages. “So would you say there is a little sub-message? How not to waste water
when washing your car? K Yes N Yes so we don’t want that soapy water to wash down
to the waters. St Don’t wash your car in the driveway (au. 678-81) Mal Save water,
recycle, don’t pollute, don’t pour oil down the sink, take short showers” (Mal written
response). The students were also allowed to state their opinions concerning the matter
of pollution. When Jemima stated her opinion, others volunteered to give their opinions.
St These are the group opinions. This is a great area of facts of
seeing the environment in your own home. It’s very colourful and it
looks like a very typical family and typical home. But this text has
writing which we can all learn from. My opinion is we wash the grass
clippings down the streets, and into the storm ways which lead into
the ocean so we have to keep our streets clean.
St People are putting rubbish and oil into their sink and then it is
making water bad to drink and swimming pools bad as well.
St When you wash your car in the driveway it goes down the drive
into the drains which lead to the ocean, lakes and rivers.
St You have to use a minimum detergent when it is necessary to
clean clothes. And chemicals adds to the water problem, expensive
resources and don’t wash disposable nappies in the toilet. Use the
bin in stead. (au. 546-66).
In fact when the students were asked to analyse the flood pictures and share their
analysis, personal opinion was a given part of the response genre.
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St These pictures tell how raging and unstable the water was. It washed away
everything in its path. It just goes to show how unpredictable nature can be. We
really have to thank those rescuers, who put their lives in jeopardy (au. 983-6).

Memo
The above critical episodes seem to indicate that providing the experience of responding
to media pictures using the generic staging of response, allows them opportunities to
develop the skill of determining the main messages, sub messages and offering a
personal opinion about the content material of the visual.

Symbols
The purpose of this critical episode is to show that symbols play an important part in the
construction of meaning. In this lesson, the flood pictures were being compared to each
other for their quality of happiness. In one of the pictures a boy was holding a bunch of
flowers while the caption said, “better days ahead”. The flower became the symbol for
happiness because of the ‘anchoring effect’ of the written caption.
N Flowers mean dreaming and sunshine don’t they? And happy times,
after a dull rainy story winter. So that can certainly mean happy times
ahead. Actually we’ve got that there are ‘better days ahead’. What else
Tau? T ?
N Absolutely we’ve got him smiling but that little girl’s not smiling. He’s
not smiling, that rescuer’s not I think smiling. He’s got his mouth open. I
think he’s calling to somebody maybe. …
St These young kids and she looks cute. And parents would like that and
so they would like to think of something happier. That’s certainly a
happier picture than that one isn’t it? (au. 1193-1204)
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Memo
There could be great potential in examining how symbols work in a particular culture.
In this case the flowers were symbolic of times and happiness. This was in strong
contrast to the experiences mirrored by the facial expressions of the flood victims. Their
faces seemed to stand in strong contrast the different times as symbolised by the
flowers.

Body language
The purpose of these particular episodes is to show how the students were analysing
body language in the visuals as a way of talking out their analyses of meanings,
messages and emotions caused by the flood experience as portrayed in the photographs.
A student picks up on a man who is folding his arms. Nina immediately takes up the
point as an opportunity for some modelled viewing. She models the act of folding your
arms and what that means semiotically in terms of interpersonal relationships. In this
episode the unpredictable and tenuous nature of photography for reporting a news event
is highlighted showing how newspaper photographers might analyse their own
photographs before selecting the most appropriate one for their newsworthiness.
One of the episodes relates to the body language of facial expression, and shows how
Nina was able to make sense of the meaning of a serious facial expression, by relating it
to how the students felt when they had lost their merit cards.
1. J He’s not very happy.
St And he’s got his arms crossed.
C What about the folding of the arms, what does that show?
St It shows that he’s not very happy with his arms crossed.
Comments on his eyes, whilst pointing to them with her pencil(vi.
61-66).
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2. N Standing with her arms folded “Teachers do this don’t they
folding their arms - Hhm! It gives the message that I’m in
business, and I’m not happy. It also means that I’m closing up my
body. If I folded my arms and I didn’t want to know you,
sometimes I’d fold my arms and I’d turn away. It’s the body
language sign saying to you, “I’m not happy with you, go away,
I’m not having anything to do with you.” I’ve closed my body off.
That little girl, she’s only got one arm across. She’s actually
closing her body off and saying, “I’m not happy too”. So that
photographer has lots of things in there. Maybe he didn’t even
know, that he was getting those things in those photographs. But
when they look at the photographs - they take lots and lots and
lots, and then they choose one. So those are the kinds of things
they are looking for 23.30 (vi. 211, au. 1165-1186).
3. N Absolutely we’ve got him smiling but that little girl’s not
smiling, he’s not smiling. That rescuer’s not ………they would like
to think of something happier. That’s certainly a happier picture
than that one isn’t it? (au. 1198-1216)..
Sts reporting that children had lost their things and their toys.
N Who is the person who lost all their merit cards? Who is in our
school?
St Gives name. N So there are all those little things that we don’t
even think about which happened.
K….. tell us about what happened at your place.
K Tells how a bag of wheat sprouted after the flood (vi. 224-236).

Memo
These episodes seem to indicate the benefit of the students seeing someone else
modelling or role-playing the body language in question. Discussion about the effect
these stances or expressions have on the viewer seem to give the student a clearer idea
visually of this semiotic resource at work. Nina went further than modelling and guided
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them in bringing their own world experience to understanding the visual image (i.e. the
loss of the merit cards and the sprouting wheat).

Written language
Verbs, nouns and adjectives
The following episodes bring out the students’ abilities in analysing the poster entitled Your
Home Pollution Guide and another pollution poster. Nina explained to them that each group
was to have the same task to do – record it on paper and answer the questions while she held
the two posters? She then reminded them about the sheets of words they had put together as a
class on the book The Story of Rosy Dock. She then went through the questions (What is the
message for the reader? How does colour help to make the message clear? Find and record
verbs, noun groups, or adjectives which emphasise the message? How do lines in the
poster emphasise the message? What is the groups’ opinion of the effectiveness of the
poster? 25/8 Lesson plan 30 min. first response writing; Wall chart, p. 225. Appendix C). Following
this Nina revised what was meant by noun groups by relating the lesson to previous
knowledge from the book The Story of Rosy Dock.
1. N The third one recap on verbs – noun groups (excellent noun group in
Rosy Dock remember “harsh searing sun”) and there are some really good
adjectives which help the writer to emphasise the message for you the
reader. They really help to get the message across. (au. 632-647).

The following critical episodes exemplify the students’ analysis of the written
texts and take up where the groups share their results showing their ability to
locate these grammatical features.
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2. St Find either verbs, noun groups or adjectives which emphasise the
message. Katherine’s group: verbs – watered, mown, running, cleaning,
fixed, left on, washing, not used, turned off, sponging down, brought. Noun
groups: full load, leaking tap washer, sprinkler, less water, car, garden
(au. 567-623). (Similar for Jemima – written answers, au. 546-566).
Denise’s group: Nouns – home pollution, water supply, car, truck,
motorbike, laundry and toilet…gutters, downpipes and gulleys (Denise’s
written answers).
Jemima’s group adjectives: the big yellow house, the shining red car, and
the juicy green grass (Jemima’s group’s written answers, au. 387-391).
The following critical episodes (no’s. 3-5) show students actually grappling with
identifying adjectives, noun groups and verbs, and working out how they relate to the
message of the poster. Critical episode no. 6 shows a student’s selection of specific
grammatical features that clearly relate to the environmental message of the poster.
3. C What is the adjective in full load?
Mal full
C Underline it.
St Leaking tap
M leaking…
C less water – What’s the adjective there?
St less
C Do those adjectives add to the message of the whole thing?
St Yes, …deliberating …(au. 395-444).
4. Adrian sewerage system
C Sewerage system, that’s a good noun group yes well done (au. 708-714).
A heavy rainfall (au. 721).
C Washing machine used without a full load.
A full load.
A full load of washing (au. 325-375).
…
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C Yes so is that a verb or a noun group? A full load of washing?
Sts a noun group (au. 325-375).
5. C “Washer fixed, leaking tap.” Can you tell me, a verb or a noun group
there?
Katherine a verb
C … Which is the verb?
K Fixed.
C Good girl “fixed.” What does that do to the message of that poster?
St You have to fix up the water holes (au. 325-375).
N You could even take it further to “leaking tap washer.”
C Oh yes I missed that – leaking tap washer.
N The washer that belongs to the tap.
6. St Find either verbs, noun groups or adjectives which emphasise the
message. Ending pollution, sudsy water, storm water system, major oil
leak, sewage system, treatment works, heavy rainfall, sump oil, kerosene,
turpentine, rat killers, DDT, Insecticides, arsenic, chemical cocktail, state
pollution control pollution, washing, soap pollute, be careful, cycling and
many others (567-623).

Memo
The students chose the written grammar correctly. The thing that is important here is
that they had been allowed time to talk through and discuss things happening in the
picture while also relating them to the grammatical features they had just identified.
This was obviously part of Nina’s lesson design. While there was no verbal statement
about the visual/verbal connection volunteered by the students, they seemed to
understand that the verbs and noun groups were saying the same thing as the visual
images. In other words it seems to make sense to find the verbs, noun groups and
adjectives in the written text when you will be eliciting the same ideational,
interpersonal and textual meanings in the visual text.
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Relation between visual and written
Bright colours and light
The purpose of this episode is to show an example of where the visual message was
analysed to be the same as what was in the written caption – That is there are better days
ahead. Obviously the bright colours and the flowers supported this idea.

Tamsin Picture has bright colours. The colour is white and black.
And the mountains are green. The little boy is holding flowers....It has
bright colours blue, orange, yellow and green. The message is that
there are better still days ahead (au. 972-8).
A similar connection was made with the camera lights shining in the night flood
pictures. The students were able to understand the interaction of the written text upon
the visual in order to complete the construction of meaning in the visual text.

St Colours - in the first picture the colours are dark and its night and its
black, dark brown and the jacket on the rescue man is bright colours. It
stands out. The camera lights up the people on the roof.
N Show them where it is.
..........And interesting that you don’t see that until you look further and
read. Somebody said they didn’t see that until they read underneath, “a
flash from the camera, lighting up the people” (au. 979-86, Interview
1000-1040).

Memo
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These two episodes seem to show that students are able to consider the interaction of
the visual and written texts in order to create meaning. The written text either confirms
what they think the visual text means, or entices them to look further for specifics
portrayed in the picture.

Window by Jeannie Baker
Visual grammar
Collage
The purpose of this episode is to show that the students were conscious of the need for
an awareness of how visuals are constructed. For this reason Nina had discussed with
the students how Jeannie Baker had made her picture using the collage technique. In
this episode Tamsin uses the term collage.
Tamsin’s response to Window by Jeannie Baker. Window was
published in 1992. The book was made as a collage with no
pictures. This book is about how the environment changes around
as he gets older (vi. 105, Tamsin’s written response, See also
Denise’s Written response).

Memo
Tamsin uses the word collage as distinct from pictures. A knowledge of techniques
such as collage enhances an understanding of the visual grammar at work within a
visual text.

Participant: nouns, things
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This particular episode is interesting because it is when the participants of a visual
image are detected and identified, that the viewer is able to connect the different
participants in terms of their interpersonal relationships.
You can tell what he is interested in because of things that are
around and outside of the window and outside for example, for
example he is dressed up in a super man costume and on another
page on the window sill. You can see he has school friends
because you can see his school friends and a girl friend he ends up
marrying (vi. 92).

Memo
It would seem the thing to do – to take the Hallidayan approach and ask who or what is
participating under what processes and in what circumstances? When these kinds of
questions are asked, if there are relationships to be discovered between participating
parties or entities, the viewer may be better able to consider this having offloaded the
initial analysis involving the transitivity of the image.

Left hand side
Student written response
The purpose of this episode is to show how the students are focusing on the left side of a visual
image whether it be a single page or a double spread. They have been taught to think that what is
on the left is most important in the image. Nina had discussed with them the cultural preference for
the left hand side, and left-right movement in reading and viewing.
In the book Window Jeannie has put the mother on the left bottom corner
because it looks nice and warm and loving. On some pages you notice the
mother or boy first because they are on the left (student written response).
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Jeannie baker has put important things on the left hand side and the right hand
side and the not so important things in the background (Mal student written
response).
One important activity which Nina did with the class using position was to have them
draw what the Illawarra escarpment would look like in the future. It gave them the
opportunity to think where things are situated and talk about their pictures using terms
associated with position.

Memo
The link with English culture seems to have explained the left orientation well.
Perhaps at Stage 3 level the students should only think of the left hand side as the
important feature of the picture. Perhaps Stage 4 may need to extend their
understanding to the ‘Given’ and the ‘New’ in visual images as well as the concept of
Theme and Rheme – the point of departure for a written clause.

Synopsis, description, message and opinion
The following critical episodes show evidence of the students having used the generic
stages of a response to the book Window. While these generic terms are not visual
literacy terms, they were necessary to structure a written response to visual texts. The
video shows the students working on the context of the book, its synopsis, description
and a personal opinion in their written responses (vi. 81). The finished work was
sequenced and displayed on the wall. Tamsin volunteered her synopsis which reads,
This book is made up of pictures and a little boy’s life. The
environment changes around him as he gets older. He ages two
years each double page’ the clues are giving his age (Tamsin,
Synopsis, vi. 81; See also Jemima Synopsis).
Mal volunteered his opinion and description stages.
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Mal’s Opinion says: I think Jeannie is showing you what modern
life has done to the bush. I like the bush until the bush turned to
the city. I think the best page is the first page.
Attributes: the buildings are old fashioned until around about the
end of the book.
Description. The text is presented on a double page and the
window is the frame. The window stays the same all through the
book except for the last page where the boy has his own house (vi.
87).
Later Mal, Tamsin and Denise wanted to share the message of the book with me.
M The message is don’t destroy the environment, because you’ll
pollute the air and…
T And it’ll turn out like the book.
M Well Window is a good book because window…carries the
message from the beginning of the book.
Denise I think the message of the book is keeping the environment
nice and not have all cities and noise and pollution everywhere.
It’s nicer with just the trees. (au. F Int 1636-1694).

Nina’s reflective statement
* I’m fairly well impressed by the standard of the responses. Some students
need help to organise the sentence sequence…….Jemima, Tamsin.
* I think everyone has understanding of the features of the response.
* We need to look at more vocabulary for discussing position.

Memo
These students were able to share their different stages of the written response texts,
albeit ever so briefly. From Nina’s diary it is apparent that her treatment of the response
text type influenced their ability to address the demands of the generic stages for
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response. Unfortunately there are no visual literacy terms used in the description. Nina
reflected that they needed more terms especially for position. However the students
seemed to use the generic stages and grasp the main message of the book.

Colour
The purpose of these episodes is to show that the students were using colour to
emphasise the changes in the environment due to human habitation. The video coverage
shows a student comparing the colours from light colours to duller colours.

In the middle of the book there are lots of light colours such as
greens and browns and as the book goes through there are duller
colours such as blacks and greys (vi. 89).
In the beginning a lot of green was used. Then in the middle and
the end of the book, as the town is developing, there are more
black, grey and light colours (Mal student written response).

Memo
The changing colours seemed to be linked by the students to the encroaching human
habitation which is evident in Jeannie Baker’s Window.

Gaze
This particular critical episode shows that the students had been considering gaze within
Window, particularly as it related to what you see out the window. The gaze through the first
window is obviously set up by the mother in the first instant, continued through each window in
the book, and concluded at the end of the book with the boy having grown up and peering out a
similar window cradling his son in his arms.

C Hm hm. What sort of visual literacy things do you point out in
this book that shows that it is successful?
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Denise The way the neighbour has lots of cats and how the boy
grows up.
C Hm hm
Do you look at things like line and framing here?
Tamsin and Gaze.
C And gaze?
Denise Looking out the window(au. Post Int 1636-1694).

Memo
Tamsin and Denise voluntarily use the term gaze in discussing the book. Gaze may be
treated in this book either from the character’s point of view or from what the viewer
sees. What the viewer sees could be information and be available to that person to
analyse according to its different parts and attributes. In fact this is what happens
throughout the pages of Window. One is invited to look out the window and see for
themselves the different aspects, parts and attributes of the changing environment.

Three dimensional
The footage shows a student describing the buildings as three dimensional. To this
student, the power of town life seem to take over and change the environment.
(vi. 93) The buildings are three dimensional and the town gets
busier as the book moves on, it takes over and changes the
environment.

Memo
Students who have a knowledge of perspective seem realise its impact and make
connections with how a form of perspective can influence how we relate to the particular
building or object. While this connection was not apparent in this instant, the student did
use a term for perspective, and the buildings seemed to be partly responsible for changes
to the environment.
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Shape
Teacher’s reflective diary
While this written episode from Nina’s diary only mentions shape, its overall application
to local context and culture is significant to the understanding of her students
4/9/98
Comparative drawings

• Divide large sheet in two.
• Sitting in the playground, sketch the escarpment trying to show it in its
natural state.

• In the classroom, use the same land shapes but change the environment
to show development with buildings, road, transport factories etc.
•

Write a paragraph explaining why features of the second picture have
been placed in their particular places and the different feelings you
would like you reader to have about each picture.

Memo
Nina was able to culminate working with the book Window in this practical activity that
applied the message of the book in the local area. It was grounded in local culture and
context. In this way the students seemed to be better able to articulate the message of the
book during the post interviews, which I might add were some time after the reading and
analysis of the actual book.

The Whales’ Song by Dyan Sheldon and Gary Blythe

181

The class’s treatment of the book The Whales’ Song shows students deeply involved in
analysing the features of the different pages and constructing the relevant messages.
Nina divided the students into groups of about five per group. Each group was given a
different page of the book to view, analyse and write about with the intent of sharing
their findings with the main group.
The book was introduced through the usual shared book experience using predictions
and picture discussion (au. 1-27). Nina used a response text type scaffold using leading
questions for each section (au. 2854). This “response guide” was very successful in
guiding the students through their analyses, and was used by other teachers in their
lessons in visual literacy. The sheet was the product of Nina’s own development in
visual literacy over the previous weeks, in combination with the support Colin had
given her both orally and in written form. The sheet is as follows:

Context, synopsis, description, setting, published, context, when?
where? who? message, point of view
The following episodes revolve around the students and Nina using the above list of
questions to guide each other in viewing and writing a written response to The Whales’
Song. Her sheet asked pertinent questions to elicit a visual analysis related to the stages
of the response genre. Mal’s written response began with the following paragraph.
I think the book was set in Australia because the way the houses look and
things like that. We know that Lilly and her grandmother loves whales and that
Lilly’s Uncle Frederick thinks that whales are for eating nothing else. We also
know that Lilly’s grandmother likes telling Lilly stories and Lily likes hearing
them. Lilly’s Uncle Frederick thinks their nonsense. The book was published in
London by Raymond House Children’s Books and also by Redfox au. (Mal
written response)
The students’ written responses actually used the generic stage headings of context,
synopsis, description and opinion/judgement which were provided in the above sheet.
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The sheet provided guiding questions such as “Theme What is the setting? When?
Where? How? Who? What is the author’s purpose? When published?”
It is important to note that, throughout the lessons, Nina provided suggestions for
analysis such as, “If you decide to write about this page - something important to notice
- the eyes, the closeness of the face. What’s in the background?”
During the first lesson on The Whales’ Song Nina only wanted them to write up the
‘context’ an the synopsis. She modelled the kind of sentences the students were
required to write in answer to the questions. “I don’t just want you to answer these
questions. The questions are there to aid you in your thinking so don’t just give me a lot
of short answers (vi. 594).” All through her lessons Nina underpinned her practice by a
critical literacy approach. Here she clarified what was meant by ‘point of view.’
And I think you remember we talked about an environmental message
and who’s point of view you think it is. Do you think it is a point of view
that - or is it only the author the uncle or the grandmother who has the
point of view? Just the author? Is it just the character or is it the reader
as well? (vi. 605).
Nina’s critical literacy pedagogy took an interesting swing when one student asked,
“The grandmother had children - then what?” To which Nina responded, “Yes but you
can have lots of families with brothers and sisters and, not living at home, as aunts and
uncles using first names. Lots of families use first names. Maybe, Grandad has died. Do
you think it is brother and sister age, or do you think it is mother and son age?” They
deliberated for some time about who Uncle Frederick was – a brother or a son of
Grandma. Nina reasoned that she could be Lilly’s Grandmother and asked, “What about
her facial features? Do they look like relatives?” A girl replied, “Only because the light
is on his face.”

Memo
These episodes seem to prove the worth of:
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•

providing a scaffold of guiding questions for the students

•

modelling sentences as being a part of an overall response.

•

having a critical thinking approach underlying the response to the text

•

seizing the opportunities afforded by students taking on an unexpected
critical viewpoint e.g. the relationship between Lilly, Grandma and
Uncle Frederick. This would seem to come from the critical literacy
approach to texts which was often modelled by Nina during her lessons –
for instance asking who’s point of view is being put forward by the
author?

Message, opinion and judgement
The students were also encouraged to write a judgement about the book. During the
same lesson, the OH projector was on showing the scaffold of questions while they
viewed copies of The Whales’ Song in table groups. Students were all engaged in
writing notes about the book in their cooperative groups, but working individually.
The following episodes show a mixture of student/teacher interaction and student
written responses, that show the students were able to construct the message of the book
and discuss who’s opinion this was. For instance one student explained in her synopsis
that the main message of the book is to save the whales and not kill them for their
blubber and meat. She thought that the opinion of Lilly’s grandmother was the one put
forward (au. 184-5).
Adrian’s written response about the last page is quite analytical calling upon the
resources of line, shape, colour, gaze, framing and salience which help him construct
the main message and an opinion.
This picture makes me think (last p.). The lines are curved and soft.
Her eyes are oval shaped and fluent. The colours are dark with blue
blending in with the black and white. Her gaze is straight at us and
that she wants us to notice her and believe her. The sky is framing
most of the picture while Lilly is the most salient thing in the picture.
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Again the written message is the same as the visual text. It is trying to
tell us “believe me it is true”. Opinion I think the book is good because
it suggests that Uncle Frederick is wrong (Adrian).
Mal’s written response said,
“The setting is in the present day, on the coast of Australia. I think this
because of the beautiful sand. I think the author’s and illustrator’s
purpose is to tell you not to kill whales, and not to take whales for
granted” (Mal au. 88).

One student stated that the main message of the text is to protect the whales and don’t
destroy their habitat. The grandmother’s and the environmental group’s opinion is put
forward (au. 119-35).
When asked directly who’s opinion is being put forward, they thought it was the
grandmother’s, but when asked who’s opinion was not, they said, “Uncle Frederick’s”
(au. 119-35).

Memo
These episodes seem to show that it is possible for students in Year 5/6 to reconstruct
the message the author or illustrator is trying to say, and respond to it in some way.
The analysis as in the case of Adrian, seemed to give a more specific detailed
understanding of the message and how it was constructed.
One aspect of message that they were exposed to was their own reaction to it – their
agreement or disagreement with the message. In regard to killing whales, they
obviously agreed with the message of the book.
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Visual text
Eyeline
The purpose of these episodes is to show the students and the researcher deliberating
about where the eye travels in the picture. We used the term ‘eyelines’ when we should
have used ‘reading paths’. During the first Student/teacher interaction we are talking
about how the eye travels along the jetty and down towards the ocean. Colin took the
opportunity to link the reading path with the fact that she wishes to visit the whales,
which is the whole point of the picture.
C Can you see some eyelines there on the wharf? Where does your eye travel
when it looks at that picture?
K Straight down - in the ocean - the end of the jetty - into the ocean - the
flower? (au. 268-277).
C That’s right she’s going to visit the whales. Can you see the eyelines or lines
that your eye follows on the wharf? (vi.475)
In the following episode Colin pairs gaze with eyelines and extends the eyeline to the
window in the picture and direct the viewer’s attention to the ocean. The ocean is
framed by the window. “Now that trusting believing gaze - if you draw a line between
the eyes and keep it going, extend it right down to the vase, it meets the middle of the
window frame, right? Where does the window frame take you?” “St: It takes you out
into the.” “St: Ocean, cottage and trees” (au. 1997-2027). The following student
interaction shows a student including the viewer’s position for the eyeline. “I think Lilly
is in the right place for giving Lilly a gift. If she is on the shore the whales would get
beached when they came to get it. The viewer is standing at the start of the jetty and
looking at Lilly” (au. 199-202).
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Memo
Despite the confusion between reading paths and eyelines, the use of the term eyelines
served to isolate important reading paths within the visual text and so explain why a
viewer’s attention is directed to the important thing, person or happening in the picture.
The episodes also serve to show multiple terms being used simultaneously to explain
the operation of the reading paths. That is eyeline, gaze and framing.

Thirds
The purpose of the following episode is to show how a student is able to make some
connection between the close and warm feelings this picture creates and “thirds.” As we
explained to the students, centres of interest often lie on or around third positions within
visual images (au. 286-291). This particular student had been asked about the feelings
associated with Grandmother and Lilly. The student described the feelings associate
with Grandmother and Lilly as close and warm and then located them using thirds.

St The emotions and feelings in this image is that it is close and warming. In
the picture Lilly and the Grandmother are in the first right hand double spot
page and in the middle horizontal third and in the left horizontal third. There
is a window with a cottage and lots of trees and the ocean is in the background
(au. 1997-2027).
Nina gave position emphasis in her teaching. She saw the worth of helping students
locate the participants or the important things and persons in a picture using a language
for position. Using the picture of Grandma and Lilly gazing into one another’s eyes, she
says.
Nina Think about their positions again. Look at their eyes.
514St At each other.
N Are they? They are looking towards each other.
St Horizontal thirds.
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N But where are they in the picture? Look at where my hands go.. Horizontal
thirds aren’t they?(au. 513-518).

Memo
The students were able to talk about the position of things in the picture by talking of
horizontal and vertical thirds. Some of them may have been a little confused at times
and so Nina found it necessary to drill this concept to support and guide the students in
this kind of textual analysis. However when using thirds there is the possibility of using
it to emphasise important things or persons within the picture, and relate this to a
possible message.

Category gaze - eye contact/light
These episodes show the students using gaze to determine direction, to describe facial
expressions and to determine interpersonal relationships.
1. Gaze and direction Talking with Adrian, Colin mentions the gaze between Uncle
Frederick and Lilly, and connects it with the direction Lilly is about to go home.
“You’ve got the gaze between her and him. The direction is the same as the gaze. See
that - to go home” (vi. 430). Adrian explains that this is a “sort of rebound” (au. 1306).
“There is a gaze between her and him, right? And he’s also pointing towards home.
Gaze and direction towards home” (vi. 438, See also Adrian’s student written response).
In his written response, Mal writes about where the viewer is looking in terms of
direction. “I am at the start of the jetty looking out at the ocean, Lilly, the flowers, the
horizon, and the clouds. The picture generates a lot of hope” (Mal Student written
response).
2. Gaze and expression
Gaze was often used to show the kind of expression. Adrian shared with the focus
group that Nina had told them about the kinds of expressions on the faces of the
characters, revealing whether they are mad or happy with each other (au. F Int 1629188

32). His written response describes Lilly’s expression as showing that she is serious,
and that “her face stands out and dominates the picture with stars twinkling in the
background”(Adrian).
Earlier in the lesson Colin asked, “What does the gaze tell you?” Different students
responded explaining that Lilly is trusting and believing of her grandmother (au. 20189; au. 1964-6; au. 311-3; au. p. int. 1613-4). Elsewhere, students described Lilly’s gaze
as interested, happy, intrigued or curious (au. Post Int. 1410-43). While viewing the last
picture of Lilly gazing towards the viewer, Colin asked a group, “What does the gaze
tell you?” One student representing the group reported, “We wrote that.... the gaze is
staring at us and the gaze is telling us to believe her.” Colin then asked what Lilly
wants the viewer to believe. A student replied, “The whales” (au. 293-314; See also au.
1962-71).
3. Gaze and interpersonal relationships
During a lesson on the Whales’ Song Tamsin articulated the gaze between Uncle
Frederick and Lilly.
You can see the gaze sort of the uncle and Lilly.
C Yes
T And he looks angry
C Why does he look angry?
T Because he’s pointing his arm up at the house and he’s bending over (au. F
Int 1285-9).
Elsewhere students were asked in the focus interview, “Tell me about how you find out
the meanings in pictures?” Again the students make reference to the interpersonal
relationships between characters. Tamsin says, “I can tell by the gaze of their eyes and
the expression on their faces” (au. Post Int. 1614).
In the Post Interview, Jemima mentioned that Nina had explained eye contact, and the
way the moonlight shines on Lily’s face (au. F Int 1629-32), while Adrian explained
that “Uncle Frederick is the boss. These two were happy before he came in, and the
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gaze is sort of like a mean gaze, because he is sort of the boss and he’s overpowering”
(au. Post. Int. 1733-36).

Memo
From these extracts from the data, it remains apparent that these students were intent on
their ability to analyse gaze for a certain reason. They did not just analyse gaze
according to distance or angle, according to how the character was looking or gazing.
They were thinking beyond the kind of gaze they were viewing. It had to do with how
the interpersonal relationships were being staged. Terms culturally motivated - link
with cultural meanings. Here the students described the expression on the character’s
face or the kind of gaze they were directing towards each other or the viewer, discerning
who was being manipulated. They were articulating their relationships to each other,
and what was liable to happen as a consequence. The character’s gaze was also
confronting the viewer, demanding they react in some way (e.g. believe her constructing social meanings and cultural messages). The other thing which seemed to
be happening in the data was that gaze may be paired with another visual resource
(tandem terms - terms semiotically interdependent) e.g. direction. The eyelines between
the characters or from a character to another character, may suggest to the viewer a
direction either in line with the gaze or opposite to the gaze (rebound – students’ own
terms valued and utilized functionally (au. 1306), as was the case with Uncle
Frederick’s gaze towards Lily when he is ordering her to go home.

Light, salience, size and shape
The students were able to see how light affected the gaze of Lilly. Adrian stated that it
made her stand out with a glow on her face, while Tamsin thought it actually made Lilly
see the whales. Adrian explained that there is no use putting light in a bedroom and
putting it on toys because they’re not really the main thing in the picture. Putting light
on Lilly is making her stand out and you can really like see her (au. Post. Int. 1769,
1752-69).
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The students also understood the terms ‘salience’ and ‘size’- “tails large in
comparison.” Colin spoke of the whales being salient because of their size (au. 57-60),
and the students understood that size has to do with power. For instance, Mal related
that Lilly is not so powerful because of her smallness compared with Uncle Frederick.
(au. Post Int. 1309).
When talking about shape the students only analysed the visual superficially naming the
shapes within the picture. The window was rectangular and Grandma had an oval
shaped head (au. 1997-2027). In her written analysis, Denise wrote that the table behind
Lilly’s Uncle was round (Denise Student written response).

Memo
While the terms ‘light,’ ‘salience’ and ‘size’ were understood purposefully to construct
meaning from the visuals, the term “shape” was only used to label the shape of entities
within the picture.

Vector
By a vector we mean the line of action between the instigator of the action and the
person who is passive to the transaction. Within an action there will be a do-er and the
done-to. This forms a line or direction in which the action is perpetrated. During the
episodes analysed Colin asked, “What about the actual vector here?” Tamsin remarked,
“That Uncle’s looking at Lilly.” Then Adrian added, “The vector between Lilly and her
Uncle is, sort of rebounds because he’s pointing home and its the vector between her
and her uncle and then it goes to where he is pointing” (au. Post Int. 1303-6). The
students and Colin also identified the vector between Lilly and the flower as she was
gazing at it floating on the surface of the sea (au. 225-230). Other discussions in the
data reveal the students clarifying what a vector is. Katherine stated that it is a line
going from one thing to another. Another student pointed out that it goes from Lilly’s
eyes to the Grandmother’s and Jemima confirmed who the ‘look-er’ is and the ‘look-ed
at’(au. Post Int. 1410-43; au. 1723-29).
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Memo
‘Vector’ seems to be a term that yields some useful analyses concerning the actions
within pictures, describing them in terms of direction, a starting point and a goal – the
do-er and the done-to.

Relationship
The following episodes show the teacher and students using a term which is unique to
this case study. That is the use of the term ‘relationship’. Denise for instance wrote:
Lily’s relationship with her Grandma is very close because her Grandma has her arm
around her, holding her close (Denise’s written response).
Other times when using the term ‘relationships’, the students referred to things like
“She (Lilly) thinks we should look after them” (au. 225-230), “She wants to look after
the whales, to save them, to....wants them to sing” (au. 237), “Lilly and her flower have
a relationship with each other because it represents that Lily believes in her dreams”
(au. 199-200) and “She wants to give a flower to them…..loves them” (au. 235-261).
In eliciting these responses about relationships, the teacher asked about the relationship
of Lilly to the whales, her relationship to the setting and what she thinks of the whales.
One student explained that Lilly and her flower have a relationship with each other
because it represents that Lily believes in her dreams (au. 199-200). Her analysis of
relationships was quite extensive as can be seen from what she shared with me.
Their relationship to each other is that they all live in the ocean, but the whales
are mammals and the fish are just fish. Their relationship to the sea is that they
are all in their natural environment. Also the relationship with the viewer is
that the three whales are comfortable together and the little fish are there to
show just how big the whales are (au. 152-55).
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Memo
From the above episodes, it would seem that the term “relationships” serves to connect
aspects of the visual analysis so that the viewer may see what ‘connection’ exists
between entities within the picture. These connections may or may not have something
to do with the main message being put forward by the illustrator and or by author.

Attitudinal angle
These episodes show how the students were able to identify attitudinal angles, though
not using those terms. Denise begins this episode with, “The Grandma’s telling Lilly
about the whales and how they sing. And then Uncle Frederick just storms in and
worries her Grandma.” Colin asked, “Who can tell me something about his position,
the way he is looking?” Adrian says, “He is sort of bending over and saying, ‘I’m the
boss here.’ They are sort of in a shock because they have been talking about good
things. And he is talking about negative things and … he’s sort of bending over with
his hands behind his back...?” (au Post. Int. 1699-1705). Colin asked for more
information about the angle here. Tamsin responded, “He’s bending over. And they’ve
made him frustrated and angry,” and Jemima adds, “He is looking down at them angrily
and they are looking up at him shocked” (au. Post Int. 1715-17).
To clarify this concept of a high attitudinal angle Nina did not use this terminology but
rather used simpler terms. She modelled the kind of attitude she herself might use if she
was wanting to intimidate someone physically. One student explained that she just
“talks down.” Nina said added, “I lean over. I come over really close don’t I. I even
use a hand or a finger to point out something. This one would be a really good one to
write about!” (vi. 535).

Memo
It seems that in this case study the students did not need the technical terms (intuitive
language) for high and low attitudinal angles to express ideas associated with power
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relationships amongst the participants in a visual image. Looking, talking down, and
leaning over seemed to portray the same ideas adequately.

Colour
The episodes examined for colour were purely analytical with few instances of colours
related to intended meanings. Denise for instance wrote, “The colour of the walls have a
glow because of the light from the window,” and “Jeannie has used bight colours at the
beginning of the book and dull at the end of the book”(Denise).
At times the teacher had to ask questions like, “What is the effect of the warm colours
on the picture?” One student replied, “It really brightens up the picture” (au. F. Int.
1301). The students had to be reminded that there were meanings associated with
colour. Adrian, in his written response thought that, “The colours are dark and the sun
setting brightens it up” (Adrian). One student saw the curtains giving the picture
emotion and a coolness in the colour blue (au. 113-17; au. 1997-2027).
The students had to be shown how colour is used to create meaning.
C There is a contrast between the warm wharf and the cool sea. Here you’ve
got the rusty old iron ring - its sort of a rusty warm colour. That’s done on
purpose. Warm colours always stand out with a cool background
Katherine Points them out – understands (au. 279-285).

Direction/movement
The following episodes were chosen because they show how direction impacts on the
meanings conveyed in the visual images on certain pages.
Firstly a student talks direction in terms of where the viewer looks.
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St The direction on the page is going from left to right and then straight out
of the window. The framing in the window is rectangular. Lilly and her
Grandmother stand out in the picture (au. 1997-2027).
During the Student/teacher interaction where Nina was analysing the first page in the
book, she focuses the students’ attention on direction. The students seem engaged
immediately as they identify the left right direction, but Nina adds diagonally which is
the dominant direction in the picture
N And diagonally. These little fish are coming towards the foreground aren’t
they? And then they sweep around and then they go away.
In another teacher student interaction we considered the effect of the ‘right left
direction’ had on the meaning of the visual image. This related to the believing gaze of
Lilly in the last picture of the book. Colin began the interaction with what they term as
natural movement.
C And you’re saying your natural movement is to go left right. Can you explain
what you mean by that?
St When you read you go left right.
C What affect does the breeze going right left have on us
St unnatural
C Unnatural, unsettled, unsettling and it is working against her gaze of trying
to make us believe her.
So what do you think the writing here (reads page)- does it match the breeze
blowing her night dress?
A Yes (au. 1962-71)
So what we have here is the unnatural direction of the breeze going right left therefore
having an unsettling effect on the viewer. This unnatural direction makes the viewer
look again and notice her engaging stare. Her gaze is highlighted by the unusual
direction of the breeze in her hair.
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On another page where Uncle Frederick is ordering Lilly to return home from the wharf,
direction was equated with the gaze between Lily and Uncle Frederick. Adrian added
that “It’s sort of rebound. There is a gaze between her and him, right? And he’s also
pointing towards home” (vi. 438).

Memo
These episodes seem to show that direction and movement can be considered by
students in the construction of meaning, working on the reading paths of the viewer and
even the emotions of the viewer using the cultural conventions of directional movement.
That is right left movement may be unsettling in our culture depending on the purpose
and subject matter of the visual image.

Salience/light/size
The purpose of the following episodes is to show that the term salience was used
sometimes just to state that something was salient or noticeable. Other times it was used
in connection with light making something salient or because of the sheer size of the
thing.
One student’s written response stated:
“The light from the window is shining from outside onto Lilly’s uncle
which makes him more salient. Lilly’s uncle feels angry about whales
and when he yells, Lilly and her Grandma feel scared” (Denise).
Here the student noticed that the light was positioned in such a way as to shine upon
Lilly’s Uncle’s face to make him appear more salient to the viewer. As another student
wrote, “the sun helps you see them” (Adrian).
Some students analysed what was salient in the picture, but for no apparent reason
except size (au. 57-8). For instance Mal thought Lilly was the salient thing on the
picture. (au. F Int 166, 204). For another student the whales were the most salient things
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in the picture. This feature did not lead anywhere in the analysis. This particular student
then went on to report on a blue dress and a white wrap around (au. 157-8).
Others discussed comparative size between the small fish and the whales, and made the
finding that they were salient.
“The two fish are comfortable and the two little fish are there to show how big
the whales really are. The picture makes me feel very warm and comfortable.
The whales are the most salient things in the picture au. 191-3.”
For Bryce and others a comparison in size led to the conclusion that Uncle Frederick
was more powerful than the others, and Lilly wasn’t (from au. F Int 1277-1374).
A Her uncle is bigger and powerful in comparison to Lilly. He is ordering her
to get back home. (au. F Int ; 1309).

Memo
This particular term was discussed and modelled by Nina. It remains evident that the
term is most successful when it leads to some other message or meaning in the image.
Analysis of salience on its own is little more than just that. Looking at size or the
shining of light to produce salience does address the cause of salience. Other data
examples that show salience working interdependently with one or more resources are
salience/stands out + size/bigger + position/centre (vi. 75-77), and salience + size (au.
55). Other examples of interdependence are light + up close (vi. 54 – 8) and gaze +
pointing/action (vi. 434). Therefore, it remains apparent that there needs to be some
other semiotic feature which helps construct salience, (e.g. light source, size or angle).
The idea of salience needs to lead somewhere.

Actions
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The purpose of these episodes is to show the two ways in which the term action was
used. One way was where the actions were identified. The other way was where they
did not use the term action but recounted what happened only.
For instance one student was heard to say, “The only actions in the foreground is the
flowers growing. The emotions and feelings are warm, but I think Lily is upset” (au.
165-166). Another student reported, “The only person on this page is Lilly. She is
sitting on the wharf. There are blue and white flowers growing on the jetty. Lilly is
dropping a flower onto the water as a present for the whales” (au. 197-9).
The second kind of response comes from Denise’s written response. Here she is
recounting what happened. “Lilly and grandmother are sitting down looking scared
and her uncle is yelling at her Grandmother……In the foreground Lily’s uncle is
leaning forwards towards Lily and Grandma and is yelling.”

Memo
The manner in which this term was used seems to have been at an analytical level.
There seemed to be no real connection with a message or theme which was forgrounded in the text.

Frame
In this critical episode Nina asks a few critical questions, which is typical of her
approach. She asked questions like, “Who are the main characters?” “Do you know
what kind of people they are?” She stressed that they might have different opinions to
somebody else. In this context Denise and her friends were doing the Context part of
their response together, discussing pages and turning them when necessary.
In the following episode Tamsin and Denise analysed the picture of Lilly peering out
her bedroom window. Here Denise grapples with the idea of frame.
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T ...She’s most probably looking at the sea. Trying to look over the hill and the
rails.
C…The frame
Denise what’s the frame?
Denise From the window when she’s looking out into the night, and its dark in
her room and the moon is shining in.
C Great (au. P. F. Int. 1743-49).
Still another student sees the framing in the window as rectangular, and said that Lilly
and her Grandmother stand out in the picture (au. 1997-2027). In his written response,
Adrian saw the water and the sky as being the natural framing for the picture of the shell
and the whales in the ocean.
There were instances where both Nina and Colin provided some modelling of using
frame as a means of analysis for visual images. For instance Nina pointed out a
framework to a student. She explained that Grandma and Lilly were “not looking at us.
So maybe there is something about their feelings. They are still close together forming a
unit against this angry man.” With her hands she motioned two vertical lines one for
them and one for Uncle Frederick. Colin also modelled an analysis. “That trusting
believing gaze - if you draw a line between the eyes and keep it going, extend it right
down to the vase, it meets the middle of the window frame, right? ..... The whole
ocean is framed there and you are looking out the window towards the ocean, and
that’s what she is talking to the little girl about”(au. 1997-2027).

Memo
These episodes re-emphasise the need for repeated modelling of how to use a term in
visual analysis. It also shows that students were apparently able to see the purpose of
framing. They saw that framing makes things stand out and adds emphasis to people
doing things like “looking out the window.”

Background/foreground
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The purpose of these critical episodes is to show some students just looking at pictures,
turning pages and discussing “what they see.” In doing so they elicit the happenings of
action in the picture – the “what’s going on” the ideational meanings of the picture. In
doing this, they already have a language for talking about and analysing a picture, quite
efficiently.
Here we have one student showing the pictures to another, pointing out to that student
(Jemima) that It’s got Uncle Frederick spoiling everything. Jemima agrees. “Uncle
Frederick stomping out of the room yes” (vi. 625), and as they turn the pages Jemima
says, “Then we’ve got Lilly asleep - the whales in the background” while the partner
gestures to what she calls, “lines of whales”).
Another student looks at Grandma on the right hand side of the page, and then turns to
the “background of the window” where she points out the little cottage. “When you look
through the window there is part of the cottage sticking out with leaves and vines and
the small brown bird” (au. 107-111). Another student sees exactly the same in the
background and adds, “The ocean is in the far background” (au. 1997-2027).
Yet another student used the term “foreground” to focus the reader on Uncle Frederick
and his actions towards Lilly. In her written response Denise said, “In the foreground
Lilly’s uncle is leaning forward towards Lilly and her Grandma and is yelling.”

Memo
Students here seem to show their willingness to freely view their way through a picture
book, also feeling free to analyse the structure of the text (freedom) using the
terminology that we had given them. In this case it was the use of the terms
‘background’ and ‘foreground’. It gave them structure for analysing. It helped them
know about what they wanted to talk about. It is probably more efficient to use the word
“background” than to say, “The ocean lies beyond or towards the back of the picture.”
Furthermore, it is possible that the teaching of this terminology has given them cues as
to what to look for in a visual image. Without this terminology they could well have
missed looking at the background and foreground.
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Light and things
The purpose of this episode is to show how Nina uses shining light as a “way in” for her
analysis of the stereotypical life style of the Grandmother. Just as “foreground” may be
used to first focus the reader on a particular part of the picture, the term “light” has
merits for focusing the viewer’s attention on a specific aspect of the picture.
Nina instructed everybody to:
“Look at the light from the window. What’s it shining on?”
This starts the following interaction.
--N look back here - there would be nice things you’d find in a grandmother’s
house.
How many people go into their grandmother’s house? What is it Denise, that
grandmothers always have?
D Flowers
Nina Motioning around LHS of double page
6.49
P chocolates - cable TV
N What do you see in here - that’s in your grandmother’s house?
St Something antique.
N Good something antique
Mat Painting
7.01
N Thinking something’s precious to her.
St Photos (vi. 539-550)
--N The old photos - yes they are often unusual - an old photo frame is often
tinted, S…. If you are doing this page look at these things on the table please
(vi. 551-554).
P. It’s the real
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Memo
Certain visual literacy terms seem to be a ‘way in’ for visual analysis. They help direct
the viewer’s attention to what is important for consideration. At the same time the same
visual resource that the term represents appears to assist the illustrator in deciding what
or who he or she will make salient and what will dominate the picture thus succeeding
to gain the viewer’s instant attention.

Written text
During the class’s viewing of The Whales’ Song there was little reference made to the
grammar of the written text because the viewing of the visual texts demanded most of
the students’ time. However, there were times when the student’s attention was directed
to the repetition of words and definite connections between the visual and written texts
were deciphered.

Repetition
This particular episode shows the effect of repetition in the written text. The teacher
mentioned the repetition of the phrase “in her dreams.” In the episode Nina and a
student collaborate in identifying instances of repetition.
N “She saw them as large as mountains... and called her name.
She repeats certain words and she’s done it on this page. She repeats
“in her dreams”.
That and another page.
St They moved like
N They looked like
St They were people who moved in the moonlight.
N That’s right. They were. They were.
N Lilly climbed out of bed
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Heard something in the distance.
Think about first when you look at the page.
“She raced outside...
enormous in the ocean
singing filled the night (vi. 578).

Memo
It appears that the instances where repetition was identified was done to show the
emphasis of what was repeated. It makes for a perfect starting point for introducing the
students to the thematic structure of sentences and clauses in the written text. For
instance the theme “in her dreams” was repeated with great effect linking so powerfully
with the vivid picture of Lilly dreaming on the opposite page. Likewise “There
enormous in the ocean” and “Their singing” focuses on the character of the whales and
what they are doing, which again emphasises their actions, reading paths and the
directions of the breaching whales in the visual image opposite.

Visual/written connection
This particular episode points out the semantic connection students made between the
two modes of meaning. They did not enter the analysis using grammatical terms but
simply compared what the writing actually said with what was projected visually in the
visual image. Nina starts the episode by directing Colin’s attention to a group of
students “over there”.

N Can you talk to those people over there and they are talking about the little
girl’s hair.
St Her hair looks like the wind is blowing it out.
C It is too. Let’s read the written text and see if this matches what is in the
picture.
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St Her hair doesn’t
St It doesn’t say anything about the hair, but it does the breeze.
C The breeze rustled her
St night dress
C From that you can infer that the hair was moving as well. ...
C praise ( au. 301-14).
Another episode shows Nina pointing out the similarities between what you see on the
visual page and what you read in the written text.
Nina There’s a match between the picture and the words “as big as the
hills”. “As peaceful as the moon.” I want you to think for yourself now
and I want you to remember what Mr Hadfield said. Is this matching
up?
She asked, “Do you agree with that? You might not! And you’ll be
asked questions about colours that are used. They stand out. Why do you
think the artist did that?” (vi. 489)

Memo
This episode shows that students were able to establish a relationship between the visual
and written meanings, especially concerning what is present in one text that is missing
in the other. In the case of the above phrases, the students were given the freedom of
agreeing or disagreeing. The students’ own opinions and analyses were viewed to be
just as valid as her suggestions. This next episode shows the students discovering the
discrepancies between the visual and written texts. The students thought the room in the
picture was rather dark which is different to the written text which says that the room
was bright with moonlight (au. P.F.Int. 1777-93).
Mal thought that there were yellow flowers in the spray but they were not
dancing as written in the verbal text.

204

M Well not exactly with the yellow flowers since the yellow flowers in
the ocean
M There are yellow flowers in the sea they are in the spray but they are
not dancing on! the spray. In the water its just floating there.
C And it says there the flower’s dancing on the spray. That’s good (au.
P. F. Int.1802-4).
Elsewhere, other students found that the two modes of text were the same. “The written
message is the same as the visual text. It is trying to tell us that Uncle Frederick is the
boss”(Adrian). Tamsin thought that the writing could tell you the meaning of pictures
when the writing and the visual images are not the same (au. Post Int. 1606-7).
On other occasions the teacher and students felt that the visual text was giving more
than the writing. The teacher asked, “So what does the written text do to the picture?”
Tamsin explained that, “It’s saying that she should go home and he’s pointing up home.
And she’s just looking up at Uncle Frederick and she’s sitting on the jetty.” On the other
hand Adrian felt that the writing was giving more than the picture.
A I was just going to say that it expands the picture.
(au. F Int 1360).

Memo
It remains apparent that the students in Nina’s class were attuned to comparing the
construction of meaning in the two textual representations, visual and written. They
were able to state that they were the same or different and gave examples to prove their
suppositions.

Where the forest meets the sea
Visual language
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Viewer’s position
This is an episode which witnesses to the fact that the framework was not meant to be
definitive in any way and that the teachers and students could bring to the study any
terms or language constructs which serve them to analyse the visual image.
I think I would be standing centre foreground. I know this by the
position the people are standing. On page 3 I would be standing in the
sea in the centre foreground (Student written response – Mal and
Tamsin). The position of the reader is looking from the sea and high up.
The position of the reader (page 14) is from the ground and looking up
(Adrian).

Memo
There were numerous examples of the students expressing this viewpoint – that they
were standing at a certain position and viewing the picture from a certain angle. This of
course differentiates everything about the picture, especially the interpersonal
relationships between the viewed and the viewer. Here attitudinal angles, kind of shot
and social distance all come into play.

Thirds
Here Denise and Adrian specify what lies in each third and it is then that they are able
to reveal their findings such as “everything blends into the ocean except the people
because they are not natural things” (Denise and Adrian).
On the page I chose the images are mostly natural because in the
horizontal thirds the top third there are lots of white cockatoos, and the
tops of the highest trees, in the middle third there are just natural trees
and vines and then at the bottom third is where the forest meets the sea
because there is the sea and then sand and then it goes straight into the
forest and there are the two people with their boat right in the centre of
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the bottom third. Everything blends into the ocean except the people
because they are not natural things (Student written response Denise
See also Adrian) (vi. 8-15).
The following episode shows the students on the floor analysing the thirds from a big
book version of Where the Forest meets the Sea with Nina guiding them through it.
Here the student uses the thirds rule to classify and describe what is seen e.g. forest
wildlife, natural and introduced.
St When you put the book into thirds, you can see that the top third is
the forest wildlife and the tall trees in the area. In the bottom third you
see the introduced people and the natural plants. In the middle third you
see the trees in the forest. (Nina showing class the big book version and
motioning her hand on the portion of the page the student is talking
about.) Good strategy.
(vi. 260)N I liked introduced and natural there.

Memo
These episodes were examples where the teacher lead them in analysing the image
textually before thinking about other possible meanings. The thirds rule was also used
for classifying what was viewed.

Time – past
These episodes show that the teacher and students were grappling with how to express
time. Using their intuitive language which met their needs, the students examined the
adverbial and adjectival aspects of the crocodile and dinosaurs – thus there are
expressions such as “look extinct” (vi. 18-25), “almost invisible” (vi. 276), “see
through” (vi. 18-25) and “ghostly figure” (vi. 27-32). Jemima explained that, “The
crocodile is in the past. (Nina holding up big book on chair out front with class on
floor) and the humans are in the present. The way the kangaroo and the crocodile are,
makes them look extinct and the humans are alive” (vi. 271).
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Student written response
The ghostly image tells you it is in the past (Mal)

Memo
As Nyala said, “She (Jemima) has certainly a lot of information there” (vi. 276). This
amount of information came about by their eagerness to figure out how the animals
were depicted in the past. Having settled on the adverbial resource of time, the students
were able to explicate this in detail offering different alternatives. As Nina often
explained to them, “People are allowed to interpret it differently. It is a matter of
interpretation” (vi. 282).

Colour brightness/predominant
The following episodes show the students had noticed the forest first because of the
brightness of its colour. Adrian concluded that “the book’s about the environment. This
is a special area and you can only get there by boat.” The students were extremely on
task. Nina was focusing their attention on one visual while they made their observations
on what they noticed first.
N OK this is the thing I noticed first. 6.28
St Most of the colours are forest colours because, and they are bright
and stand out.
Tamsin ...It brightens the colours.(vi. 246)
Jemima .................I can see the vines
N OK the vine is seen first the vine is coming down.
Tamsin I noticed them first because they were brighter than any other
thing in the area. 7.19
C Colour brightness - right.
Adrian ..the book’s about the environment - this is a special area and
you can only get there by boat. Sts extremely on task.
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(Denise Student work sample) The predominant colours are the greens
used for the forest, the sand and the blue for the water.

Memo
Nina had the unique ability to focus the students attention by critical questioning, and
in this case it was asking, “What do you notice first?” The students were encouraged to
explain why they noticed a colour first – for example because it was bright. It then
became an easy thing to make a leap to the environmental message of the visual
image. As Adrian said, “The book’s about the environment.”

Interpretation
Here we have Nina espousing the form of critical visual literacy which she was typical
of her approach. She used the term interpretation to flag the idea of allowing students
differing points of view about the same thing.
N Showing page of river with various interpretations:
There is the interpretation that they are the ribs of a dinosaur, but as I
said you may think they are the ribs of a sunken boat, or they could be
part of a mangrove swamp. That’s a bit of interpretation Right - because we can see through - well done.

Memo
Nina allowed her students opportunities to express their point of view, their
interpretation of the visual phenomenon.

Other terms used by the students and teacher
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Response, social literacy (au. Post Int. 1554-1559), shape
(Katherine), place (Mal, Student written response), dark (Mal),
message (Denise), first thing (Katherine), diagonal (Adrian)
relationship with (Katherine 43.4 vi. 461)

Noun groups
Student written response-worksheet
Harsh searing sun, dirty grubby walls, white ticking clock, bright yellow cardboard,
small blue Australian flag, poor distressed seal, new clear clean window, not many
people, ancient tree, the twisted roots, a good place to hide, the fish he caught, time to
go, aboriginal forest children (Denise written response; See Mal written response).

Memo
It remains apparent that these students were using Nina’s terms, but they did so with a
particular understanding, that you are coming to the text with your interpretation and
viewpoint, which is just as good as any other’s (social literacy).

Relationship between the visual and written text
Mal spoke about what was in the visual images that is not mentioned in the writing of
Where the forest meets the sea e.g. the river, that the boy is walking in the creek, about
the ghostly dinosaur, where he makes the fire. (Also au. Post Int.1798-1903). Tamsin
also shows what is missing in the written text that is present in the visual.
T There is a rainbow in the picture but Jeannie has not put it in the
words and the fish is near the start of the reef and the boat is floating in
the ocean with a manna and a little boy and a school of fish and trees
(Tamsin)
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The students didn’t make the comparison between the written and the visual on their
own initiative. They had certain guidance from the kind of questions Nina and Colin
asked. During the student teacher interaction, Colin asked, “How does the written text
improve the picture?” A group of students also asked, “What effect does the crocodile
have on the picture?” To which one replied, “Adds meaning to the written text”(vi. 1719). Nina took the different approach and asked, “How does Jeannie Baker improve
the written message?” The students were writing notes on paper and viewing the book
as a group. Groups examined the effect the crocodile had in the picture and how it adds
to the meaning of the written text. Nina was busy supervising the groups who were all
engaged in writing their findings (vi. 268). One student’s written response shows how
the visual image improves the written text.
She introduces and aboriginal hunter but doesn’t say anything
about it in the writing. She introduces a possum and improves the
writing by showing that’s where the possum used to live but its
habitat has been destroyed (Adrian)

Memo
Through the right kind of questioning, the students were able to make comparisons
between the visual and written texts. What was missing in one and not the other and
how one made improvements on the other.

Overall Summary Sub-categories
Before drawing together all the findings of the data collected on Nina’s part of the
project, I will include her reflective summary based on her observation, reflection and
deliberations with me. The amazing thing here is, that much of what she had written
was also illuminated in my data collection and analysis.
At the end of this term these things occurred to me – they need
consideration each time a teacher works with children on visual texts and
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writing responses:
-

remember best practice for introducing any book

-

strategies for working on big books/picture books as we do
with small children

-

take each part of the framework separately at first

-

why not share a modified form of the framework (or chart) with
the students?

-

Know the text in depth and prepare the particular facets you
want to teach from it. Lead the children into the ‘discovery’ of
that facet over several pages.

-

Allow the time for the children to digress to another discovery
of their own – or track back to a previous lesson.

-

Make copious notes on chart/board as children mention
features.

-

Always ask for reasons to back up what they mention – match
the point with the reason so children learn that that is the way
to construct their response texts.

-

Point out that an idea without reason for thinking is not
acceptable. Always demonstrate that as the teacher works.

-

When children have written about one section of a response,
allocate substantial time for oral and written sharing (I did not
do enough of the latter – that would be an improvement I’d
keep in mind)

-

To keep interest high – make the lessons move quite rapidly
and include time for the children to write (at least one section
of the response subheading).

-

Organise charts with language children can refer to when
writing e.g. the words about position that I had displayed. I
don’t think you can have too many.

-

I think a primary teacher needs to be advised to choose the
language which suits the age of the children – leave others for
secondary school.
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-

I would concentrate on:

The following briefer version of the framework was created by Nina having trialled it in
her classroom.
A. ABOUT THE WORLD (refer to my diagram of the framework at the beginning
of this journal)
FIGURES/OBJECTS – building noun groups
MEMBER – building descriptions (children need to be directed to details about a
person or thing – get them to look carefully and talk about small features)
EPISODES – actions
Vectors
Evidence of time/place
WHOLE PICTURE – central theme
(B) TO CREATE TEXTS
WHOLE PICTURE – real/ideal
Given/new
Relative position
Central margin
Foreground/background
Cropping
EPISODE – salience
Centre of interest
Artistic techniques
Framing/sub-framing
FIGURE/OBJECT – cohesion
Horizontals/verticals
Vectors
MEMBER – size according to horizon
Perspective – frontal
Polar
(C) ABOUT INTERPERSONAL RELATIONSHIPS

213

WHOLE PICTURE – proportion
Scale
EPISODE – variations in tone
Light and shade
Gaze
Colour
Background
Detail
FIGURE/OBJECT – attitude
Body language
MEMBER – paths
Perspective
There are still a number of features to be discovered at a secondary school level which in
my opinion, need more maturity in students. There may need to be consideration of
suitable texts for each stage of learning. It is very obvious that Marsden’s The RABBITS
would be lost upon Years 5 & 6. The concept of symbolism and allegory are to
sophisticated for them.

The research questions
The following list of research questions is reiterated to explain and unpack what is
involved in Research question number 3. It is anticipated that once these questions have
been answered a proposed theory for Guided Viewing will emerge.

Research question 3:
What happened when the teachers and students interacted during
the critical study of texts containing visuals using the language of
the framework?
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a. The Language for Viewing Used During
Teacher-Student Interactions (What language for
viewing was used during teacher-student
interactions?)
b. The Impact of the Framework Language Upon
the Students’ Written Responses to Visual Texts.
(How did the use of the framework language
affect the students’ written responses to texts
containing visuals?)
c. The Teaching-Learning Strategies Used to
Teach Critical Viewing (What teaching learning
strategies did they use?)
d. The Contributing Factors for the Critical

Proposed theory for

Viewing of Texts Containing Visuals (What

Guided

factors were homogeneous to the critical viewing

Viewing

of texts containing visuals?)
e. What the teachers and students said about
using the language of the framework (What did
the teachers and students say about using the
language of the framework?)
f. The Inhibitors to Guiding the Students
Towards an Understanding of Visual Literacy
(What inhibitors were there in guiding the
students towards an understanding of visual
literacy?)

a. The Language for Viewing Used During Teacher-Student
Interactions - The language of the Framework Trialled
What follows is in answer to the research question, ‘What language will be used during
teacher-student interactions?’
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Fig. 1. Terminology used by Nina and her class
Pictures
Visual grammar
Colour
-bright
-warm/cool
-cross hatching
-light/dark
-bright colours and
light
Position – thirds
Centrality
Left hand side
right hand side
Salience/size
Taken from, looking
down
Direction
Movement/vector
Line Eyeline Gaze
Main message, sub
message, opinion
Symbols
Body language

Written grammar
Verbs
nouns
adjectives
Relation between
visual and writ.
Window
Visual
grammar
Collage
Things participating
nouns
Left hand side
Synopsis Colour Gaze
Three dimensional
Shape
Charts – horizontal,
vertical, right, left,
centre, edge, top,
bottom, upper, lower,
thirds, sides,
foreground,
background, middle
distance

The Whales’ Song
Visual grammar
Eyeline
gaze - eye contact/light
Light
Salience
size
shape
actions
Vector
Written response:
Setting, published,
context, when? where?
who? description,
message, opinion and
judgement
Relationship
Attitudinal angle
Colour
Direction/movement
Salience/light/size
Frame
Background/foreground
Light and things
background foreground
time
horizontal/vertical
lines
diagonal lines
demand
position
shot - close-up, distant
similes
analytical process
classificational process
(concepts only)
meronym
Written grammar
Repetition
Relationship between
visual and written texts
Charts
What is the message for
the reader? How does
colour help to make the
message clear? Find &
record verbs, noun
groups or adjectives
which emphasise the
message. How do lines
emphasis the message?
What is group’s opinion
of the poster’s
effectiveness?

Where the forest meets the
sea
Visual grammar
Viewer’s position Thirds
Time – the past
Social literacy
Colour brightness,
predominant Interpretation
Response
Message
Shape
Dark
Place
First thing Diagonal
Written
grammar
Relationship with
Written Language
Noun groups
Relationship between the
visual and written text
The Story of Rosy Dock
Visual grammar
Setting Gaze
Contour
Lines – horizontal,
vertical, semi-circular,
rigid, jagged, sloping,
straight, flowing, curved,
balanced
Colour dull cool
Colour saturation low high
Salience
Symbol
Shot - close-up
When and where
Repetition
Written grammar
Verbs
Noun groups
Connection between the
written and visual
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From all the data collected the terms used by the teacher and her students were recorded
and tabled as below. The terms used were categorised under the title of each book and
the picture study. The terms were further categorised under Visual grammar and Written
grammar.
As the language of the framework was used by the students and teacher in their critical
viewing of texts containing visuals, certain trends became apparent. From the
summaries of all the critical episodes cited in the previous section, the following
common themes seemed to emerge.
•

Intuitive knowledge was often called for in the students’ and teachers’
analyses. It seemed to be a natural thing for them to talk about the pictures
using language readily accessible to them, even if they were talking about
the concepts behind certain terms from the framework. For instance when
talking about the idea of a high attitudinal angle the students used terms
such as “leaning over, or forward.” “looking, talking down and leaning
towards” that seemed to portray the same ideas while at the same time
emphasising the power relationships involved (e.g. vi. 534; Denise’s
written response The Whales’ Song). Intuitive knowledge was used for
analyses, especially in the earlier stages. Once the intuitive terms were
used and explored for their potential, they appeared more readily in the
student’s viewing. In some cases terminology was invented for a specific
purpose such as when the students stated that they were standing in a
certain position and viewing the picture from a certain angle. This of
course affects everything about the picture, especially the interpersonal
relationships between the viewed and the viewer. Here attitudinal angles,
kind of shot and social distance all come into play.
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•

Despite their success at using some intuitive language the students seemed
to be more focused on describing the meanings and messages in the
pictures when using a specific language for viewing. For instance,
movement and actions could be linked with the purpose of the illustrator,
the kinds of lines were attached to certain meanings, the changes in colour
were for specific purposes, size matched with power, perspective and gaze
demanded certain interpersonal meanings, and entities on the third lines
were seen with some significance. This focus on the meaning of a visual
was particularly so when you consider the way the students analysed visual
texts during the Pre Focus Group Interview. For instance at this stage of
the study, the students only were able to relate the story line of Piggy
Book. They had no technical knowledge of its composition or message (au.
Pr. F. Int. 1850-57; Compare with au. p. f. int. 1312-23, 1513-15; au. 11334; au. 1148-50; au. 1231).

•

All signs, and therefore visual terms, are culturally laden. The terms
‘direction’ and ‘movement’ were seen to mean certain things according to
the culture in which they were used. This is an important premise for
Guided viewing, that all the terms used and adapted for viewing must be
seen in the light of their cultural use and heritage for achieving certain
goals. One student called it “social literacy” (au. P. Int. 1554-1559).

•

Another way in which the terms were used was to assist in the self
analysis of one’s own emotions concerning an issue depicted in the
picture. This happened especially when they brought their own world
experience and knowledge to bare in the process of constructing meaning
in the text.

•

Sometimes the terms were used in tandem which seems to emphasise the
fact that rarely will any visual semiotic behave in isolation. They found
that eyeline, gaze and framing may work together as an integral whole as
the viewer constructs meaning, as do salience and size, and gaze direction
and demand.

•

There were quite a few instances where terms were used simply for
superficial analysis of the visual. For instance some students identified
what was salient while not attaching any meaning to it, while others
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merely identified what actions were taking place in the picture. Colour was
a favourite with this class where colours identified were even described but
not attached to any specific meanings. Using the terminology as a “way in”
to the viewing process, even at a superficial level, may provide the
students with an opportunity to first enjoy, “getting into” the book, so that
they will be free to pursue the more abstract practice of critical and
analytical viewing later.
•

In their group sessions these students seemed to have a “freedom” to view
their way into and through a picture book using the terminology suggested.
This was one of Nina’s suggestions in her summative reflection in her
diary. Often, they did not attach any special meaning to many of the terms
but once having pulled the visual apart through their analysis they were
ready to talk about the issues at stake in the picture book and the messages
being fore-grounded. Of course this “freedom” in the group situation was
also coupled with plenty of modelling by the teacher of what to analyse,
which terms to use and how to construct meaning in the visual analysis.

•

The scaffold, the modelling, the list of terms and the guidance from the
teacher seemed to assist them in using the terms provided. The terms
provided gave them clues as to what to look for in the picture. All along
they seemed to be conscious of the illustrator’s role and seemed to
negotiate with him or her what visual semiotic resource(s) would be used
to construct meaning in the viewing process.

•

The students’ control over the grammar of the written text did not come to
the forefront but was mentioned occasionally. Their treatment of the noun
group, it seemed helped them make comparisons between the written
and visual texts. The following response to a work sheet shows their noun
group identification not in the written text but within the visual text.
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b. The Impact of the Framework Language Upon the Students’
Written Responses to Visual Texts - Impact on the Students’
Written Responses
The following is in answer to the research question, ‘How will the use of the framework
language affect the students’ written responses to texts containing visuals?’ Each
student will be discussed in turn making comparisons between the earlier Woodlands
Floods response and later responses to picture books, before an overall

assessment is made of the benefit or otherwise of the language of the framework for
their written responses.

Katherine
Katherine’s initial response to the Flood picture was fairly short with little in the way of
visual literacy language. It seems that she was not able to say too much about the
picture except “what” was in it. She did explain where the camera was situated and
where it was directed. She also explained how the people in the floods felt.
Her response to Window by Jeannie Baker used a few more terms such as frame and
colour. “The pages are framed on every page by a window frame. The colours are light
and dark. Light is happy and dark is sad.”
So here we see a glimpse of her understanding that the semiotic resources of visual texts
are there for a purpose. Again the piece is short with little content. In her response to
The Whales’ Song, Katherine has made significant advances in her writing skills. She
uses the same stages as the other two responses but has more to offer. In the Context
stage she articulates the story line with obvious understanding. Sentences like, “Lilly is
sitting on her grandmother’s lap when her uncle comes into the room with his hands
behind his back and yelling at them,” seem to show understanding resulting from her
analysis. After reiterating the main message in the “Synopsis”, Katherine goes into
some detail in the “Description” stage. She describes Lilly’s “relationship” with the
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words, “Lilly’s relationship is to the flower so when she drops it there is no harm to the
whales. They can swim with the flower and sing to her.” Other sentences just analyse
the pictures using line, shape and colour but with no mention of the effect of these
visual elements.
Her next response text is her analysis of Where the forest meets the sea. This is some
three pages long, and though disjointed in parts, shows a more advanced analysis.
“The crocodile is introduced on the fourth page on the left hand side.
She makes the crocodile like a ghost because it is clear. Jeannie Baker
didn’t say the crocodile was extinct in the writing but by the crocodile
image you think it’s extinct.
The dinosaur is introduced on the 6th page on the right hand side of the
page. Jeannie Baker gives us a clue in the writing because she says, I
pretend it is a hundred million years ago and dinosaurs are extinct. The
dinosaur is standing on its hind legs. It is camouflaged with the trees but
it is a picture you can see through the ghostly dinosaur image. The
opossum is next to the boat on the 13th page and it is sitting still
watching them” (Student work sample, Katherine).
Katherine was able to deconstruct a “message” from the book based largely
on the writing on the last page. “The message I got was when the boy at the
end said he hoped that the forest would be still there when he came back but
maybe in the future there will be building and people living there.”
Elsewhere she deconstructed the images in the book largely decoding the images to tell
what they represented and what was happening in the pictures. However with the picture
of the large hollow fig tree, she shows how the boy “discovered a big hollow tree” and
states that “he wondered if Aboriginal forest children played on the big tree.” She then
describes the closeness of the tree and the positions of the boy and Aboriginal children,
as if this leads you to think that the boy discovered the tree and imagined the aboriginals
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to be in the tree.
“I chose this image because he discovered a big hollow tree and
that he wondered if Aboriginal forest children played on the big
tree. On the picture the big hollow tree is close up on the page, and
the boy’s position is in the middle third and the Aboriginal boy are
on the right top and middle page they are climbing on thew vines”
(Student work sample, Katherine).

To summarise what Katherine has done with visual literacy in writing, it remains
apparent that her writing has become more prolific and that she has had “more to say”
in terms of the content and message of the pictures. The terminology, while not used to
any great extent, was nevertheless present, and seemed to assist her in deconstructing
and talking about what was happening in the pictures, and helped her work out the
meanings of the pictures.

Jemima
Jemima made a good descriptive analysis of the Flood pictures as the pre- written
response. While she used little or no technical language initially, she did use descriptive
language describing what was in the picture using noun groups and adjectivals.
With her written response to Window Jemima used some technical language to analyse
the book and when compared with her response to the Flood pictures, her use of these
terms seems to make her analysis more explicit and detailed. This difference is made
even more noticeable in her written response to The Whales’ Song. She made explicit
the main message of the book and offered her opinion about the book’s message. She
made use of the response generic staging describing the context and summarizing the
plot as well as providing opposing points of view. She uses the language pf visual
literacy quite extensively talking about what she noticed first, the white lines on the
whales’ stomachs, and the different coloured spots on their backs. She spoke of the
sheer size of the whales as though the small fish are there to show how big the whales
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really are. She talks of their salience and relates this to what was expressed in the verbal
text.
In the eighth double spread Jemima uses colour to describe the flowers and draws upon
the symbolic meaning of Lilly’s flower. “Lilly and her flower have a relationship to
each other because it represents that Lilly believes in her dreams.” She shows a degree
of insight and gives her own opinion in the response. She states that if Lilly was on the
shore the whales would be beached but she is on the jetty. Jemima concluded that the
jetty is in the right place for giving the whales a gift.
In “Where the forest meets the sea”, Jemima shows further advancement in her ability
to deconstruct a picture using the terms we gave her. She used the terms to show what is
happening in the picture, and construct its message.
She tells what she notices first and moves onto the main message – “The main message
I got was to keep the rainforest clean and not to destroy it. And never change it because
it is the only place where the forest meets the sea.” She seems very good at giving the
position of the different things in the picture. “In the vertical left third the boy is looking
inside the tree.” What is significant is that she states that “on the left hand side it is in
the present and on the right hand side it is in the past.” What Jemima has here, is the
beginnings of a basic understanding of the left hand side being the Given information
(the present) and the right hand side representing the New information (the dinosaur
era).
Jemima makes an invaluable comparison between the visual text and the written text by
showing how the ghost crocodile appears on the left hand side of page 4, and stating
that Jeannie Baker didn’t mention in her written text, that the crocodiles and the
kangaroos were extinct, but she remarks, “I think they are, by the ghost image.” She
makes further visual/written connections with the dinosaur on page 6 arguing that the
boy was pretending to live 100 000 years ago giving the viewer a hint about the
existence of the dinosaur. While she did not say that this dinosaur was ‘New’
information she stated that “it is on the right hand side of the page and it is very well
camouflaged and partly looks like a tree.”
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Jemima seemed very good at revealing what was happening in the pictures. “Branches
and tree leaves are blending in with each other,” and “On page 11 the trees are so tall
and vines are so twisted and curled. A ghost like aboriginal man holding a large
boomerang.” She analysed colour on a number of pages showing how images are
constructed through their choice of colour. For instance “Jeannie uses dark colours to
show that the floor of the forest is very dark. At the top of the page she uses light
colours to show the sun coming through the gaps in the tops of the trees.” She uses
direction to help focus on the dinosaur. “The tree trunks are pointing to it.” She also
uses comparison of size to emphasise how small he is compared to the size of the
dinosaur and the trees.
As a text analyst she was able to empathise with the author and provide a practical
personal response to the message. “I understand why Jeannie thought that the forest
wouldn’t be there when the boy comes back because every forest like that has gone. I
think that the people should keep this forest in its natural state.”
To summarize what Jemima has told us it appears that the terms we taught the class did
embellish her written responses and provide her with a starting point from which to
critically view the text. She spoke of colour and its effects. She spoke of left hand side
and right hand side and what was happening in these positions, and so on. Jemima’s use
of the written text as a reference point helped her construct the message of the book.
The teacher’s extensive use of questioning provided the necessary scaffolding. This
guided her visual analysis and seemed to give her more confidence in applying the
language she knew.

Adrian
In his response to the Flood pictures, Adrian used the response generic stages and
mentioned that the photo was taken looking down the driveway. While this response
was well written and used descriptive sentences, it’s content and level of analysis was at
a much simpler level compared with his analysis of The Whales’ Song.
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With his analysis of Window by Jeannie Baker, Adrian was a little more descriptive
using the language from the framework quite effectively – terms like collage,
reproduced, coloured, colours, double pages and position. He argues that the viewer
notices the bottom left hand corner first as well as the larger things such as the mother
holding the baby. While he didn’t us the terms Given and Theme the concept seemed to
be present in his written analysis. “The position of the important things are mainly in
the bottom left hand corner so that you notice them first.”
When compared to the previous responses, Adrian’s critical response to The Whales’
Song was exceptional. He used language from the framework to analyse the pictures in
terms of interpersonal relationships, how meaning was created, and textual meaning. He
mentioned the actions of participants, and the demanding approach of Uncle Frederick
leaning towards Lilly while pointing towards home. He identifies lines as curved,
vertical and horizontal, and describes shape as well as colour. “The colours are dark and
the sun setting brightens it up, blending in with the black and white.”
Many of the terms he uses to his advantage such as salient. “The most salient thing is
Uncle Frederick because he is in the middle of the picture and the sun setting is also
salient because the sun helps you see them.” “Her gaze is straight at us and she wants
us to notice her and believe her.”
While the opinion section of his response is rather skimpy, his descriptive analysis uses
adjectives to embellish line, shape, colour and gaze. Adrian makes good use of the
attitudinal lexis as he makes judgements and appraisals of the visual texts. Overall,
Adrian’s written response was very successful in its use of the visual literacy terms.
These terms seemed to add so much more to the message he was trying to construct.
They seemed to provide a way of analysing the main messages in more detail than
before, and provided a variety of options from which to choose when analysing the
picture for its message and the opinions being put forward.
It must be pointed out that this was done as a group effort, which seems to emphasise
the benefits of collaborative learning. The students also had the benefit of Nina’s
scaffold of questions and suggested terminology. However, during most lessons Adrian
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seemed to be confident and was not easily swayed by others in the group, while his
ideas were often used by the group. The following text shows his written critical
response to The Whales’ Song.

The Whales’ Song

Dyan Sheldon Gary Blythe

Context
We know that Lilly loves listening to her grandmother’s stories. And that
her grandmother knows a lot about whales. But Lilly’s Uncle doesn’t like
her stories. The theme is Lilly and her grandmother like talking about
whales and how god they are but Lilly’s Uncle disagrees about what Lilly’s
grandmother is telling her. The topic is Lilly wants to hear the whales call
her name.
I think the time is the present and the location is the west coast of
Australia. This is because the sun sets on that side and those type of shells
are in the west coast.
The author’s and illustrator’s purpose is to say that whales are good and shouldn’t
be killed. The text was published in 19909 by Hutchinson’s Children’s Books and
published again in 1993 by Red Fox in London.
Synopsis
The main message of the text is whales are meant to be in the ocean and
not killed. Also what Lilly and her grandmother believe in. Lilly’s opinion
is pout forward because she likes whales and wants to know about them.
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Description
The double spread page I chose was page 9. It has Lilly and her Uncle
Frederick in the picture. Lilly is siut9ing on the end of the wharf and Uncle
Frederick is leaning towards her pointing towards home – demanding her
to go back to the house. Uncle Frederick isn’t happy with Lilly because she
is out of the house at bedtime. It is natural that the sun is setting and the
sun is shining on the water.
I think Lilly shouldn’t be on the old jetty by herself because it could
collapse. She is confused because her grandmother says that whales are
good but her Uncle says they are bad. The lines are curved, vertical and
horizontal. The shapes are fluffy and fluent and some shapes are straight
and solid.
The colours are dark and the sun setting brightens it up. There is a gaze
between Lilly and her Uncle which is pointing towards home, so it extends.
The framing is natural because the water and the sky go right to the end.
The most salient thing in the picture is Uncle Frederick because he is in the
middle and the sun setting is also salient because the sun helps you see
them.
The written message is the same as the visual text. It is trying to tell that
Uncle Frederick is the boss.
The second double page I chose was the last double spread. Lilly is staring
at us and there are stars in the background. The background suits the
picture of Lilly. Lilly is staring at us with innocent eyes and her expression
tells us she is serious. Her face stands out and dominates the picture with
stars twinkling in the background.
The picture makes me think. The lines are curved and soft. Her eyes are
oval shaped and fluent. The colours are dark with blue blending in with the
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black and white. Her gaze is straight at us and that she wants us to notice
her and believe her. The sky is framing most of the picture while Lilly is the
most salient thing in the picture. T written ,message is the same as the
written text. It is trying to tell us “believe me it is true.”
Opinion
I think the book is good because it suggests that Uncle Frederick is wrong.
To summarise Adrian, it seems that for him, the terminology opened up many other
avenues for visual analysis and helped him construct the messages of the pictures and
books that he was studying. The quality of his written responses were superior when he
had more control over a language for viewing visual texts.
The scaffold which Nina provided certainly advantaged Adrian in structuring the written
piece and guiding him in his analyses, suggesting what terms to try and providing questions
which direct the viewer in certain ways. The only thing that could be commented on about
the scaffold, is that the students’ written responses seemed to be a little disjointed and didn’t
flow as a text. This is something that could be worked on later, however the benefits of
guiding the students through their analyses seems to out way any problems the students may
experience in text structure .

Tamsin
In her first response to the Flood picture, Tamsin uses no terminology but describes what is
in the picture fairly well. “This picture is of the house of Lonsdale’s which was one of the
unlucky people which the flood hit and damaged their front lawn. The side of the house
and the driveway is covered in water and rock etc. Her synopsis tells what the picture
is all about.
In her written response to Window Tamsin mentions how colour changes according to urban
development in the book, and talks the significance of putting the mother or boy on the left
hand side because you notice them first. This response shows more depth of understanding
in how visuals are constructed to create particular meanings (e.g. blacks and greys go with
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city development).
Response text – Window by Jeannie Baker
Context
Window was published in 1992. The book was made by Jeannie Baker. She
made it as a collage with no writing.
Synopsis
This book is made up of pictures and a little boy’s life. The environment
changes around him as he gets older. He ages two years each double page. The
clues are giving his age.
Description
The book is presented in double pages and the framing is a window but at the
end of the book it is a different window.
At he beginning of the book Jeannie uses nice greens and browns but as the
book and city develop there are more blacks and greys. St he end it returns to
greens, blues and browns. The backyard changes and the plants and trees are
cut down as the city grows. When he moves to his new house in the country, you
see trees again.
By looking at one of the pages you can see that he and his friends like football.
In the book Window Jeannie has pout the mother on the left bottom corner
because it looks nice and warm and loving. On some pages you notice the
mother or boy first because they are on the left.
Opinion
I think this bok Window is a great book. I like the way she made all the pictures
and used no words. I like all the details.
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Tamsin’s response to The Whale’s Song is a little more elaborate in language structure but
does not reveal any further development in visual analysis. She only refers to the gaze
between Lilly and the Grandmother to show that she is trying to make Lilly believe her.
She also mentions a few colours when describing the attributes of the grandmother, and
mentions the different attributes of people in the background. Her analysis of Where the
forest meets the sea, is detailed about what appears in the visual images but is very superficial.
The only terminology she uses are colour and vertical thirds.
To summarize Tamsin’s written responses it would seem fair to say that her ability to
write more detailed and longer texts has improved since the introduction of the visual literacy
unit. In fact this comment is collaborated by observations made by Nina when we were
discussing the effect of using the terminology. However Tamsin’s depth of analysis is only
superficial, detailing who and what is present within the visual image, and using some of
the visual terminology to do this. Rarely did she come up with specific messages or how
the character may have been portrayed or positioned. Occasionally she was able to reiterate
the main message of the book.

Denise
In her response to the Flood picture Denise wrote an expressive analysis describing the
context, the content of the picture and the damage that was done. Her description reads
as follows. “The photo was taken looking down the Lonsdale’s driveway. There is an
excavator clearing thew driveway. There is water and mud everywhere and a few trees
nearby and the water has made a raging torrent. Opinion. I think this picture is a good
way of showing how much damage was done to the Lonsdale’s house and how some
people are very lucky that didn’t happen to them.”
It is worth recording both her response to Window as well as to The Whale’s Song to
see the progression in her ability to analyse and respond to visual texts. Her Window
response shows an improved ability to analyse the meaning and the main message of the
book. She shows a sense of understanding at a whole text level as well as how the text
develops progressively through the book.
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Response Text – Window by Jeannie Baker
Context
This book was published in 1992 and written by Jeannie Baker. There are
no words and in every picture you are looking out a window and gradually
the boy gets older.

Synopsis
When I look at this bok it shows me that Jeannie has made a collage.
There’s a mother and a boy who get older and older in each picture.
Description
The pages are presented by looking out the window. Jeannie has used
bright colours at the start of the book and dull at the end of the book.
The boy’s name is Sam and every two pages he gets two years older. Sam
likes soccer and Superman. You can see his soccer friends in his back yard
and a girl across the road. The lady next door gets a few more cats on each
page and at the end she ends up with about fifteen cats.
At the start of the book, it is mostly bush outside the window and then they
start building and make a city. Their backyard is mostly bush until they
make a town. There are lots of birds such as lorikeets and cockatoos.
Jeannie has put the most important things on the left hand side or in the
middle of the pages.
Opinion
I like Window, and especially the page where it has Sam’s name on the
window, because it has lots of detail.
The Whales’ Song Dyan Sheldon Gary Blythe
231

Context
The Whales’ Song characters include a little girl called Lilly, her
grandmother and her uncle. Lilly’s hair is black and her eyes are dark
brown. Lilly’s Grandmother has grey hair and dark brown eyes like Lilly.
Her grandmother is wearing pearls around her neck and a black cardigan.
Lilly’s uncle also has grey hair and a moustache. When Lilly’s
grandmother tells her about whales her uncle gets angry and yells at
Grandma. When he yells Lilly gets frightened. The topic of the story is that
Lilly’s grandmother is telling her about the whales and Lilly wants to hear
them sing. It doesn’t say when this book is set in but I think it is a modern
book. In 1990 this book was published by Hutchinsen’s Publications and in
1993 published by Red Fox Publications
Synopsis
The main message of the book is that you shouldn’t kill whales and that
they are nice creatures. The author’s opinion is put forward and so is
Lilly’s grandmother’s.
Description
I am doing the fifth page from the front. In this page Lilly and her
grandmother are sitting down together looking scared and her uncle is
yelling at her grandmother. Behind her uncle is a table with ornaments on
it and on the cabinet there are candles, photos, cards and flowers. Lilly’s
relationship with her Grandma is very close because her Grandma has her
arm around her, holding her close. In the foreground Lilly’s uncle is
leaning forwards towards Lilly and her Grandma and is yelling. The light
from the window is shining from outside onto Uncle’s face which makes
him more salient. Lilly’s uncle feels angry about whales and when he yells,
Lilly and Grandma feel scared.
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There are vertical and horizontal lines on the window. There is a diagonal
showing Lilly’s uncle leaning towards Lilly and Grandma. The window is a
rectangle standing up and the table behind Lilly’s uncle is round and made
of wood.
The colour of the walls have a glow because of the light from the window.
The expression on Lilly’s and her Grandma’s face are salient because
they’re frightened because Lilly’s uncle is yelling at her Grandma.
The written text is practically the same because it says Uncle Frederick
storms into the room and he does in the picture.
In the second picture I chose, which is the last page, the girl is staring at
the whale in the water with her eyes wide open. Her hair is being blown by
the wind and she has her pyjamas on. The stars behind her are bright and
they sort of glow. Lilly’s relationship with the whales is good because it
looks like Lilly is very interested in the whales by the way she is staring at
them and the sky is a very good background for the picture because Lilly’s
hair and her pyjamas blend in with the sky. Lilly is looking straight
towards the reader. Lilly’s eyes are salient because they show where she is
looking. The written text is not the same as the picture but it does show
Lilly’s nightie and her hair blowing in the breeze.
Opinion
I think this book is well written and the pictures are good. In the eighth
double spread the sunset is very cleverly constructed.
Denise has excelled herself in the last response recreating the meaning of the visual
texts as well as the written texts. She uses the language of the framework to do this
using such visual resources as diagonal lines, leaning forwards, background, foreground
light and salience, colour and looking straight (gaze). Not only does she analyse, she
also interprets the meaning of the pictures using these visual resources. For instance the
Uncle’s “leaning forward” (or attitudinal angle) is tied up in what she says about his
negative approach to Lilly and Grandma.
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Admittedly the teacher’s scaffold of questions was very helpful in guiding Denise in her
viewing and written response. However, the mere fact that she had a language for
viewing and talking about the book, seemed to add more depth of understanding to her
analysis of the book.
Denise’s effort in responding to Where the Forest Meets the Sea is quite good but not as
systematic and as in-depth as The Whales’ Song. She only superficially recounts what is
happening in the pictures and what is represented there, referring only to colour and
horizontal thirds.

Mal
Mal showed considerable development from his first attempt at analysing the Flood
picture to his response to Window. His analysis was at a fairly superficial level using
just some of the terminology and finding it difficult to connect it with any coherent
meaning. This was probably because of his literacy problems in connection with his
non-English speaking background. However with his analysis of The Whales’ Song the
improvement was considerable showing more terms used and a more meaningful
analysis. His written response to The Whales’ Song is as follows.
The Whales’ Song
By Dyan Sheldon and Gary Blythe
Visual Literacy Response by Mal
Context
We know that Lilly likes being with his grandmother. The book is about
whales, Lilly, her grandmother, and her Uncle Frederick. The setting
is in the present day, on the coast of Australia. I think this because of
the beautiful sand. I think the author’s and illustrator’s purpose is to
tell you not to kill whales, and not to take whales for granted.
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The book was published by Hutchinson Children’s Books in 1990. It
was published a second time by Red Fox in 1993. The book was
printed in Hong Kong.
Synopsis
I think the main message is never kill whales, and that whales are
peaceful, wonderful creatures. This opinion was put forward by Uncle
Frederick and Lilly’s grandmother.
Description
On the eighth double spread Lily is at the end of a jetty dropping a
flower in the ocean for the whales. The ocean and the sky is neutral
and the jetty is man made. I am at the start of the jetty looking out at
the ocean, Lilly, the flowers, the horizon, and the clouds. The picture
generates a lot of hope. The jetty planks are very old and straight and
the rope is curved to tell people to be careful. The jetty is facing out
towards the ocean, then it turns left. The most salient thing is the jetty
because it is close up.
The written text is the same as the picture because in the text it said:
“She went where no one fished or swam or sailed their boats.” In the
picture no one was there except for Lilly.
On the first double spread there are no people but there are two
whales and lots of little fish. The two whales are very big and the fish
are really small to show the size of the whales. The whales are in the
right place because they are in the sea with the fish. I am in the sea
looking at the side of the whale. The only actions are the fish and the
whales swimming. The feeling I get is that whales are beautiful
creatures.
The line of the whales is curved to show the natural animals. The
whales are blue and white and the fish are orange and yellow. The
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whales are going to the right hand side of the page and the fish are
going to the left. The whales are the salient thing because they are
huge.
The written message is the same as the visual text because the whales
are huge and in the text it says that.
Opinion
I think the book is a good story to tell you not to shoot whales.
What was significant about Mal’s responses whether orally or in writing was his ability
to substantiate his claims with a reason. When he identified any visual resource used in a
picture, he always gave the reason for its existence e.g. “The two whales are very big
and the fish are really small to show the size of the whales.” “The line of the whales is
curved to show the natural animals.” “The whales are the salient thing because they are
huge.” So what Mal has accomplished here, was his ability to use the language of the
framework to express how visual resources were being used in the construction of
meaning by the viewer.

Summary of impact on students’ written responses
Memo
1. The benefit of the language of the framework
The impact of the language of the framework seems to have varied with these students in
their written responses. Its influence varied from supporting and scaffolding them in
writing longer and more detailed pieces in their responses, to being able to record a
more in-depth analysis and construction of the meanings and messages implicit in the
visual image. For one student since the introduction of the visual literacy language, her
writing has become more prolific and she has had “more to say” in terms of the content
and message of the pictures. Nina was able to make an overall observation about their
writing explaining that she was “really happy with the products from this series of
lessons … the samples you have are interesting” (Nina’s diary).
236

The terminology seemed to open up a variety of options for a language for viewing, as
well as a starting point for visual analysis, which they had never experienced before. It
seemed to give them the tools for constructing the messages of the pictures. The quality
of the written responses was superior for most of them after they had gained control
over the language for viewing visual texts. Their analyses were quite extensive,
however at times their written responses were a little disjointed and lacked the flow and
cohesion of the response genre.
There were a couple of students for whom critical viewing only meant a superficial
analysis, but there were those for whom the language of viewing seemed to provide an
opportunity for a more in-depth and critical analysis leading to a greater
understanding of the meanings and messages possible in visual images (e.g. Jemima’s
written response to Where the Forest meets the Sea, and Adrian, Denise and Katherine’s
written responses to The Whales’ Song (Appendix D).
2. Students who used little of the language of the framework
Regarding instances where students did not use the terminology to any great extent, it
nevertheless seemed to be present, in that it helped others deconstruct and talk about
what was happening in the pictures. Hearing this critical interaction and being a part of
it, probably assisted them in constructing their own ideas.
3. The written text
Where the written text was referred to the students seemed to use it as a starting point
for constructing the meaning and message of the book.
4. Guiding questions to scaffold the students in their analyses

As with other case studies, where the teachers used a scaffold of questions to guide their
analyses, the students seemed to be more confident in their oral and written responses to
the texts. It provided them with not only generic structure and stages, but also
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suggested specific terms they could use in their viewing. It also provided them with
questions that served to direct the viewer in certain ways. The Response Guide was
responsible for guiding the students towards achieving higher levels in their written
responses within Stage 3 outcomes. The school Principal related to me how impressed
he was with the work done by Nina’s class. He said that some of the students would not
have produced much writing at all under normal circumstances and that this “has lifted
the standard of their writing enormously” (Field log 11/11).

c. The Teaching-Learning Strategies Used to Teach Critical
Viewing – Teaching-Learning Strategies
The following answers the research question, ‘What teaching-learning strategies will the
teachers use?’
As the data was categorised and analysed in the context of critical episodes, certain
teaching strategies came to light. The next section briefly describes each strategy as it is
enumerated. The teaching strategies used by Nina are mentioned as possibilities for
teachers when teaching visual literacy.

1. Use of big books for modelled and shared viewing
In her reflective summary Nina advises teachers to use Big Book techniques and to use
best practice when introducing books as you would with younger children. Nina’s
lesson plans for the 27th and 28th as recorded below, show her planning for some of that
‘best practice’ and her ability to guide the students in their viewing. This she did by
providing ‘stimulation questions,’ relevant terminology such as frame, colour,
relationship and perspective, and support in their writing of the response genre.

Lesson plan Window 27/8/98
Introduce Window by Jeannie Baker to give students further
experience writing a response text.
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•

Show book cover – discuss the title – what do students know
about this book already? – discuss Baker’s collages – locate
publication date – what type of text is this?

•

Share the book noting and discussing – what information can
be gleaned from the images – what changes do you notice –
how is the reader informed about time passing? – what effects
upon the environment do we see? – will the set of events be
repeated beyond the text? – what relationships do we notice?

•

Revisit the response text proforma and highlight the features
for each subheading.

•

In English books students will write – Context of the text –
Synopsis

28/8/98 Lesson plan
Continue writing a response text on Window by Jeannie Baker.
•

Revisit the text and review some of the main points discussed
in the previous lesson.

•

Using multiple copies of the text, children work in groups of
five and write the next part of the response i.e. description –
stimulation questions: How are the pages presented? How are
the pages framed? What colours are used? What clues are
given about the boy, his age, the buildings, his
hobbies/interests, his friends, the backyard, the neighbours, the
developing town, the animals, the plants? What perspective is
used in each image?

•

31/8/98
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Continue writing the responses, including the Opinion, and edit for
word processing. Further questions: What is the position of important
features? Left/centre/right? What do you notice first? When responses
are published make A3 copies for display – children design their own
borders.

Nina’s reflective statement in her diary stated that she was well impressed by the
standard of the responses. Some students needed help to organise sentence sequence
(e.g. Jemima, and Tamsin). She felt that everyone had understood the features of the
response genre.

2. Worksheets
Nina’s worksheets were used to guide the students through their visual analyses, helping
them complete the different stages of the response genre. The following is the
worksheet she used for the pictures she used.
What is the message for the reader?
How does colour help to make the message clear?
Find and record verbs, noun groups, or adjectives which emphasise
the message.
How do lines in the poster emphasise the message?
What is the groups’ opinion of the effectiveness of the poster? (au. 632-635).

3. Response guides
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Nina’s ‘response guide’ allowed her the opportunity to use the response genre and its
generic staging to guide the students’ in their analysis, and allowed them the
opportunity to develop skills in using a language for viewing in determining the main
messages, and offering a personal opinion about the content material of the visual
image.

4. Charts of terms used
Nina used a modified form of the framework with the students on a chart (itemised in
the Procedure). She suggested to have these charts of terms and words (e.g. position) on
the wall and to refer to them often.
Nina also suggested that teachers in the primary choose the terms to be used from the
framework to suit the age group. The rest could be left to secondary teachers and
students (Nina’s reflective diary).

5. Co-operative group analysis
Nina had the students in groups to write a section each of the response. This allowed for
plenty of sharing particularly in writing their responses. In her reflective diary, Nina
stresses the advantage of collaborative analysis where students and teacher equally
contribute their findings, bouncing ideas off each other to construct critical ideas.
Critical episodes in the data seemed to indicate the advantages of doing group analyses
on just one or two simple visual features such as line and eyeline. In a supportive
learning environment of the co-operative group the students could work out things like
what is important about where the eye comes to rest.

6. Class and group discussion
The students were frequently allowed time to view and discuss the contents of the
visual image. The audio and video recordings show how beneficial this was for
critically viewing the texts using a language for visual literacy. This was observed to be
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so, in pairs, in the group situation and as a class group, both at the commencement and
conclusion of a lesson.

7. Book stands
Nina had small library book stands, one for each group of children who sat around a
table. This seemed to remove the book from the work area where the students were
discussing and writing down their deliberations. Having the book elevated on the stand
placed it fully in view, while at the same time allowing the students to look at each
other, rather than having their head down, when discussing their viewing with each
other.

8. Role playing visual literacy
Using role play to explain the ‘body language’ of characters in the visual image seems
to give the student a clearer idea of this semiotic resource and its effect on the viewer.
In this way Nina matched the visual stance of the characters to the students’ own world
experience. This has potential for visual grammatical features such as gaze, social
distance and attitudinal angle.

9. Local contexts
Nina applied the messages of the book Window to local contexts to assist the students’
understanding of Jeannie Baker’s message of environmental conservation. The students
had to draw the Illawarra escarpment as it would appear in the future. This positioned
the students into dealing with similar conservation issues as in Window. This approach
added a “text user” dimension to the students understanding and analysis of the picture
book (Nina’s diary 4/9/98).
The following diagram shows how the message of a book is applied to a local cultural
issue (your own world experience) which is mapped back onto what you thought the
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illustrator was trying to say, which gives you a better understanding of how you will
respond to the book.

Responding to a picture book

Message of picture book

Own world experience
and thinking
Mapped onto

Reader of response

What illustrator is saying

10. Repeated modelling of terminology
Repeated modelling of how to use a term in visual analysis is sometimes necessary. In
fact teachers need to prepare how they will model and demonstrate critical viewing, as
did Nina.

d. The Contributing Factors for the Critical Viewing of Texts
Containing Visuals – Contributing Factors For Guided Viewing
The following answers the research question, ‘What factors will contribute to the
critical viewing of texts containing visuals?’
There were certain processes at work during Nina’s teaching of visual literacy that
contributed to guiding the students into an understanding of visual literacy. The
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following diagram summarises those factors which had observable connections with the
students critically viewing visual images .
Contributing factors associated with viewing
Modelling
social literacy

Leads to

Questioning that leads to
the critical use of the
terminology

Social literacy
Linking terminology
with cultural meaning
Meta-cultural awareness
Encouraging multiple
Seizing the

viewpoints –

Teacher reflection:

opportunities:

“whispering to you the

Talking through what

unexpected critical

reader”

visual literacy covered

viewpoints

and what else needs to

be done
1. During the analysis of the data, it was found that Nina was able to point out to her
students the importance of the things on the left side of the page. Through questioning
Nina made the connection between the left right orientation of a picture and ‘writing’ in
western culture. One student remarked that, “We move left right, whereas in Sri Lanka
they move right left.” During the transcriptions it was apparent that many students
possessed a kind of a meta-cultural awareness about the social construction of
meaning (e.g., au. 939-96). I feel this could be to the credit of Nina’s approach to
teaching literacy as a social construct. During the post interview, one student called it
“social literacy.”
Another example in the data considers the context of culture and situation. A flower
in one of the flood pictures was denotated to symbolise better days ahead. It was
explained to the students that in our culture, we make flowers mean certain things, and
in the situation of dreariness and flood damage, the cultural significance of the flower
stands out even more, to mean hope and better days ahead (au. 1055-68; vi. 219-224).
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This and other instances show the meta-cultural awareness of the students in their
analyses.
2. As noted in many of the summaries in this case study, when the teacher scaffolds
their thinking using the kind of questions Nina asked, the students are able to talk about
a picture analytically and critically. It is worth repeating some of Nina’s questions here.
What catches your attention about the photo? How does colour help to

make the message clear? Find & record verbs, noun groups or
adjectives which emphasise the message. How do lines emphasis the
message? What is the group’s opinion of the poster’s effectiveness?
(25/8 Lesson plan 30 min first response writing; Wall chart)

3. Using these questions critical thinking processes can begin to operate amongst the
students. These questions help student especially when they are part of a ‘Response
Guide’ which scaffolds the students in following a specific generic structure and
provides them with suggested visual language to use. The teachers used one response
structure suggested by Colin – Context, Synopsis, Description, Judgement/Opinion. It
helped organise the student’s analyses and guided them in shaping their responses. The
following extract from the ‘Opinion’ stage of Adrian’s written response shows the value
of such an approach.
The feeling I gain from the image is this is a dark secret. Hideaway
place. Jeannie’s prediction is that the rainforest will be gone if we don’t
look after it. She thinks there will be multi-storey hotels, boats, shops,
houses (Adrian).
4. As with most areas of teaching, provision for critical reflection by the teacher is
paramount. Having the teacher reflect upon how she or he has analysed a picture book
in class, may lead on to talking out what other visual grammar yet remains to be
modelled with the particular image for the students. This was done through
teacher/researcher meetings during her RFF and the study days we had with the
teachers. Nina’s reflective diary was perhaps the best means for regular reflection.
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Throughout her diary, she plans, reflects, assesses and reconfigures lessons. For
instance on 1/9/98 she wrote that she was “fairly well impressed by the standard of the
responses” “I think everyone has understood the features of the response. We need to
look at more vocabulary for discussing position.” Soon after that entry on 3/9, she
provided a further lesson on the flood pictures using vocabulary for position (lower –
right, upper – left, centre, distant, close up, thirds).
5. Using the above approaches Nina’s students came up with novel findings which
allowed her to seize any opportunities afforded by the students who took novel and
unexpected turns in their critical viewing. This would seem to have come from Nina’s
critical literacy approach to texts which she modelled continually during her lessons –
for instance asking who’s point of view is being put forward by the author (Nina’s
scaffold; au. 541-570).

6. As noted on other occasions, once the students have completed an initial textual
analysis in terms of the position of things in the picture, and how these things are
organised in reference to each other, the viewer seemed to be free to focus on the more
interpersonal aspects and ideational meanings of the messages being constructed by the
viewer. For instance Nina was able to use the idea of breaking pictures upon into thirds
as a way of focusing the students’ attention on the more important and significant
aspects of a picture. Once they had done this the students seemed to be free to consider
aspects such as meanings, messages and their own feelings concerning the visual image.
One such example is Denise’s written response to Where they forest meets the sea.
On the page I chose the images are mostly natural because in the
horizontal thirds the top third there are lots of white cockatoos, and the
tops of the highest trees, in the middle third there are just natural trees
and vines and then at the bottom third is where the forest meets the sea
because there is the sea and then sand and then it goes straight into the
forest and there are the two people with their boat right in the centre of
the bottom third. Everything blends into the ocean except the people
because they are not natural things (Denise)(See also Adrian)
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Another textual resource Nina picked up on was, “What do you notice first?” (au. 1263)
It is akin to the point of departure in a written clause, the thematic structure. They said it
was the colours of the rainforest because of their brightness. Again it was the initial
textual impressions they received, that seemed to free them up for further analysis
related to the semantics constructs of the visual.
7. The students were able to understand the interaction of the written text with the
visual text in order to completely understand the construction of meaning within the
visual text. One student stated that the camera lights up the people on the roof and that
they didn’t see that until they read underneath, “a flash from the camera, lighting up the
people” (au. 970-1, Interview 1000-1040).
The visual message was often analysed to be the same as what was in the written text as
in the case of the newspaper pictures, or some saw that the picture did not match the
writing as in the case of The Whales’ Song and Where the forest meets the sea. What was
present in one kind of text was absent in the other.
To make connections between the two texts, Nina guided the students by using
questions such as, “How does the written text improve the picture?” or “How does she
improve the written message?” (vi. 18, 264) `One student’s written response shows how
the visual image was used to improve the written text.
She introduces and aboriginal hunter but doesn’t say anything
about it in the writing. She introduces a possum and improves the
writing by showing that’s where the possum used to live but its
habitat has been destroyed (Adrian)
When discussing the visual/written connection Nina gave the students the freedom of
disagreeing. As was the case on many other occasions, their opinions and analyses was
counted just as valid as her’s. Nina was always encouraging multiple viewpoints from
her students.
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8. Nina explained that there was “whispering in the text” – “They are close up so
they whisper. So maybe its like whispering to you the reader” (vi. 521). This pearl of
wisdom volunteered by Nina as they were deconstructing the visual image showing
Grandma and Lilly whispering to each other, seems to hint on the psychological impact
dialogues have in pictures – that as well as talking to one another in the picture, they
are talking to the viewer as well, in that the viewer temporarily assumes the role of the
“spoken-to,” the “listener” or the person being gazed either in an inferior or superior
power relationship. Taking this idea further, Nina always encouraged multiple view
points when interpreting texts. As Nina said, “It’s like whispering to YOU the reader.”
For Nina and her students there were many interpretations of the visual text.
9. Many of the terms in the framework were seen to be semiotically interdependent.
Some terms need other semiotic resources to assist in the articulation of their intended
meaning. For instance the analysis of salience on its own was seen to be fruitless.
However looking at size or the shining of light onto a person or object does address the
cause of salience. There needs to be some other semiotic feature which will help to
construct salience (e.g. size or angle), and salience then needs to lead somewhere in
terms of a message (au. 144-55) (Also see salience/stands out + size/bigger +
position/centre, vi. 75-77; light + up close, vi. 54 – 8; salience + size, au. 55; gaze +
pointing/action, vi. 434).
10. Teaching a term in context as it occurs naturally in the visual image is often
preferred to a stilted and inflexible presentation of visual analysis according to a
predetermined set of visual terms lifted straight out of a model or framework. In other
words the visual image determines the terms you use rather than a framework of
language. The framework of visual language would certainly help in that choice, but the
person would consult the visual image at the first instant.
11. The teacher’s knowledge and expertise in visual literacy is of paramount
importance when guiding students in critical viewing (vi. 112-233; vi. 201-208). Nina’s
attained knowledge and practice in viewing influenced the students.
12. The following table summarises the processes at work when Nina worked with her
students in visual literacy. She often referred to the students’ experience and
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knowledge of culture and beliefs and how these influenced the meaning of the visual
literacy term, or the understanding of a particular message. She also showed how the
terminology (or signs) produced meaning or messages. In other words they signified
messages. Nina often asked for reasons to back up the point the students made (Nina’s
reflective summary).

Visual literacy terms as signs
Sign

Message
signifies

constructs
Cultural values
Social myths

motivates
experience and knowledge

Visual literacy terms

motivates
Viewer’s values and
beliefs

e. What the teachers and students said about using the language of
the framework – Teachers’ and Students’ Statements about the
Language of the Framework
What follows answers the research question, ‘What will the teachers and students say
about using the language of the framework?’

The students
The focus group students were given the opportunity to comment and describe their
experience with using the language eof the framework. She explained, that the terms
helped describe the things in the pictures, what the people are doing, the positions
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they’re in and what is in the background. According to Tamsin, the terms helped them,
“say what sort of colours are in the picture, and describe what the people are wearing
and what’s the background like, and the gaze and where they’re standing if a person is
angry or not” (au. 1513-5).
In their written responses the language helped them write about what the book is about,
gave them more to say and helped them “know what it means.” Jemima explained that
the words had made it easier to write about the pictures because without them they had
little understanding of the visual image (au. 1511-2; See also au. 2048-9). Adrian felt
that the language of the framework helps you write about some specific thing … you
know what you are writing about” (Adrian p. int. au. 1392-3; See also Mal au. 1519).

It gave them confidence “because you know when you are going to sit down and write a
personal response - you know what you are talking about and it is not as difficult
because you know. You’ve learnt it and it is not as hard (Adrian Post Int. 1522-4).”
Others saw the language helping them work out the message of the author (au. P F Int
1376-1403). The questions and words Nina put on the board also helped.
Nina also stipulated that the language had given some students a reason for writing,
whereas before they would not. Jemima was one student she had in mind (Nina, Post
Interview).
At the conclusion of the interview all students agreed that the model was not a
waste of time but, “tells you how to look at the thirds and the actions and the
most important things” (Mal and Tamsin) (au. P F Int 1502-1508).
Tamsin commented that it had been a great success, while Mal said, “I just wanted to
do it.” They mentioned that Nina’s help and her ability to explain things supported them
through the project. They thought the books were a wise choice with their detail and the
differences between the visual and written texts. Jemima thought that with Window,
“You can think up your own story book you think. Like everybody can have their
different opinion about it” (au. P. F. Int. 1528-1552).
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The teacher
The memos for what Nina had to say for using the language of the framework, support
coding in the following areas - the language of the framework, guided viewing, written
responses, what she would do differently.

a. The language of the framework
There were certain things Nina said about the ‘language of the framework’. The
transcripts of an interview with Nina revealed how the grammatical resources in the
framework had been useful for teachers and students in their viewing and that students
were able to use the visual grammar as a language for determining what was in the
picture including the messages and points of view found in picture books. Nina
commented on the improvement in their writing (p. int. au. 2499-2883).
While she found that it fitted in well to the unit of work she had planned with her
colleague on the Environment, she stated that she had to be discriminatory according
to the particular text that she was using because not every part of that model fits a
particular text (P. Int. au. 2525).
The most useful parts of the framework she found to be the interpersonal and
ideational metafunctions. The Interpersonal section she thought was really powerful.
“In Where the forest meets the sea, it is easy and all of their language about the way in
which people are looking at each other, their standing, the way they are leaning, with
their backs to you, looking at you, … even down to in The Whales’ Song the little girl’s
face and how round is it? And how soft looking it is, and so all these little messages that
are coming through from her big brown eyes and the very innocence of her and so on
um the children certainly picked up on that and I found that was rather fascinating.
That’s my bent that’s the thing I like.”
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“The other one The Ideas to Express the Knowledge about the World,
Jeannie Baker was wonderful for those because the children picked
up on a lot of little things. Window was so good, it was so easy to
pick out little bits and pieces as the town developed and bringing
their knowledge up to the front and looking at what Jeannie is
showing” (P. Int. au. 2719-2733).
Nina has personalised the language of the framework to meet the needs of her class
and match their level of vocabulary. Rather than call location an adverbial of time and
place, they asked when and where things happened in the picture. She herself thought
The Story of Rosy Dock was a timeless book but let the students pursue their quest for a
definite time and place for the scenes in the book. “As they mature I’m sure they would
be happy to say that there is no time or place necessary for this book.”
“We’ve used lots of language creating the text and so maybe not the
sort of language as you’ve put in your framework but certainly
language that meets that” (P. Int. au. 2763).

b. Guided viewing
There were certain aspects of Guided Viewing mentioned by Nina, that need to be
recorded here, because they will have an impact upon any description of Guided
Viewing that we might construct. These aspects of Guided Viewing are embedded in
Nina’s observation of her classroom experience during the study, and Colin’s
observations and data collection.
1. The choice of books was important. As a result the students “learnt to look a lot
deeper into visuals.” (P. Int. au. 2501-3)
2. There was a new look at the purpose of the author. The students could now explain
why they like a text or why they don’t. They are able to now look for the author’s
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purpose, which is something they hadn’t done before. The author has a story of their
own if you like. Something may not have been mentioned in the written text and this is
what the author is trying to say through the illustrations. There may be a discrepancy
between the two texts. Nina calls it critical literacy (P. Int. au. 2511-13).
3. Teachers need to have done their preparation. They must know the book , “and really
thought about it. We really knew what we wanted the children to look for” (P. Int. au.
2528-9).
4. The framework using the response genre was a good one for the students because it
didn’t take them long to understand what was in the framework. Nina used the
subheadings from the response genre supplied to her, and she chose the framework
language which fitted best into these stages (au. 2541-4). If you were doing another unit
you could use another text type such as discussion which would have different
subheadings but use similar language (Discussion between Colin and Nina on us of text
types in Viewing).
5. A lot of talking was encouraged. She was amazed at the different things they were
talking about. The ones you least expect will say something which they have picked out
themselves that you didn’t even notice yourself (au. 2581-83). Nina and her colleague
were amazed at what some students actually found - especially in the Whales’ Song what they hadn’t noticed or thought too deeply about, showing the wonderful reasons
why they’re there in the text. Overall, Nina and her colleague had found the children’s
findings for The Whales’ Song incredible (P. Int. au. 2536-2781).
6. For the first time the students had been taught to consider the author’s point of view
and are looking more deeply into texts and considering the background knowledge they
had about the author and illustrator (au. 2628-30) (See also au. 2594, 2511-13). Nina
stated that, “Some of the kids in my class started thinking about the relationship
between Uncle Frederick and Grandma and they couldn’t work out whether they were
brother and sister or whether it was mother and son….We also questioned whether Lilly
actually lived in that house with the grandmother… If she did, she was an orphan and
her parents have died and they’ve created this great story around it” (P. Int. au. 2640253

48) Nina believes the more the teacher can give the kids about the background of the
author and the circumstances surrounding the writing of a book, the better the
children’s understanding and desire to find out the deeper things of the book (P. Int. au.
2611-30).
7. When students were giving answers to critical literacy questions Nina basically
accepted all their answers. “I’ve tried to say to them there is no right or wrong answer
so long as you can back it up” (P. Int. au. 2666). “All the students are welcome to try to
solve the puzzle of what’s in the picture and what does it mean?” (P. Int. au. 2674)
8. The response guide (au. 2541-3) gave Nina’s students the guidance they needed to
analyse and write about texts with visuals. There has been plenty of “modelling” in
how to analyse a text e.g. looking at the thirds of the page. Now the students never look
straight at the centre of the page (P. Int. au. 2818-26). Nina explained that there had
been a lot of brainstorming, making lists, doing a short piece of writing, sharing it,
writing a stage at a time, and revising your own writing from what you have heard (P.
Int. au. 2796-2805). Nina found for this particular task using the response guide, some
poorer writers, “were completely enthralled and wanted to keep writing. I’ve got to tell
you more, I’ve got to tell you more.” Nina also provided lists of words up on the wall
as a constant reminder e.g. the language of colour. She saw the possibility of using
clusters of words to describe colour or shape which they can use in their writing or
critical viewing (P. Int. au. 2835-7). She also guided the students in finding noun
groups, similes and verbs, those particular aspects of the written text that helped them
relate to the visual texts.
9. An important part of Guided viewing is the teacher’s provision of a mentor or
someone with whom he or she can collaborate, plan give and accept suggestions.
During this interview both Nina and her mentor were so much alike in their thinking,
bouncing ideas off one another and starting where the other one finished off. It was
obvious that they had provided each other with guidance and support. They were both
enthusiastic and positive in their deliberations about the contribution of visual literacy
to their class learning programs (P. Int. au. 2767).
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c. The written responses
Both the Principal and Nina told Colin of the improvement in the students’
writing. From the interview this appeared to be the case because they have had
a language for talking about pictures and have had something to write about
(au. 2724-37, 2761-3, 2796-7, 2769-72) (See also Field log 19/10 & 11/11).
When passing me the students’ work samples she emphasised how pleased she
was with the level achieved by her students in their written responses. In the
post interview, Nina reaffirmed this improvement citing Katherine as her prime
candidate, “who’s probably my worst writer, and one of your group. But I
mean, she’s now got a handle, something to grasp onto when she’s writing
about these things” (P. Int. au. 2771-2).
Nina saw that there had been a progression in the students just providing one off
answers to the scaffolding questions to offering more of their own analysis. Nina
projected that, “Hopefully as they go along they can be just given those subheadings,
context and synopsis and there you go, because they will have all of that language” (P.
Int. au. 2869-2872).

d. The relationship between the visual and written texts
The books were chosen to suit the unit and their age as well. A lot of what the text
doesn’t say, the pictures do. With Window the students appreciated the fact that you
didn’t need the text and Jeannie Baker’s skill in getting the meaning over without the
written text. With the other books, they realised that the written text said things
differently to what was in the visual text (P. Int. au. 2696-2715)
Nina helped her students pick out grammatical features in the written text that helped
them relate written meaning to the visuals. Nina found with this particular task they
were completely enthralled, and wanted to keep writing (P. Int. au. 2841-5).

e. What Nina would do differently – see diary
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She would make lists of terms with words describing the grammatical features – that is
word clusters e.g. for colour, shape and line

f. The Inhibitors to Guiding the Students Towards an
Understanding of Visual Literacy – Inhibitors to Critical Viewing
The following points answer the question, ‘What inhibitors will there be to guiding the
students towards critical viewing?’

1. Earlier in the study the students used the generic stages of the response genre, but did
not use many visual literacy terms for their analysis. This is not really an inhibitor
because later when the students used the visual language more, their grasp of the
meaning and message of the book improved.
2. There was some confusion between reading paths and eyelines. However the use of
the term ‘eyelines’ served to isolate important reading paths within the visual text and
so explain why a viewer’s attention is directed to the important thing, person or
happening in the picture.
3. Some data was lost in the early stages because of faulty equipment and low batteries.
4. Because the demands of consultancy upon Colin’s time, a few lessons were missed.
5. Limiting the written work samples to members of the focus group tended to deny the
study of some rich data in critical viewing. However, the scope of the data collection in
oral and video recordings, and written work samples, was indeed extensive and
provided more than enough data to establish the use of the language of viewing and a
theory of critical viewing.

Appendices to Nina’s Case Study
How critical viewing was taught in this Nina’s case study
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Procedure (How critical viewing was taught in this Nina’s case
study)
Throughout the study Nina did a lot of reflecting, deliberating and planning about her
teaching of visual literacy. She also spent considerable time observing what was
happening and noticing trends and planning accordingly. This was often done in
collaboration with myself. The data shows that Nina’s regular reflection and planning
comes about through her reflective diary, and is also evident in my field notes. Some of
this reflective planning is enumerated below because the content reappears in the data
analysis and resurfaces in the grounded theory itself.
4. For instance Nina stated that she needed to address the resource of gaze and
vector in her next book, The Story of Rosy Dock. In talking with me, she was
able to talk through the process of analysing The Story of Rosy Dock that she
was about to do with her students. During our frequent talks Nina and I were
able to reflect on what we had done and connect back with what we had done in
the training (e.g. au. 1000-1048).
5. Nina used the proforma I suggested for the response text type (Nina’s reflective
diary 10/8; 20/8), used the model response for the flood pictures that I had
written for the students (Nina’s reflective diary 25/8), and wrote her impressions
about the standard of the students’ work (oral and written responses).
6. Nina wrote lesson plans as well as lists of questions with visual literacy terms as
part of her lesson preparation (Nina’s reflective diary 1/9), and used questions
from the lesson I had provided as support material (Nina’s reflective diary
26/10).
7. There had been a focus on ideational meanings and positional terminology (my
field notes 4/9) and there was a need for terminology for interpersonal meanings.
This came about using The Whales’ Song by Dyan Heldon and Gary Blythe.
8. I saw the need for the class to link the language of the framework with critical
literacy and mentioned the link between critical literacy questions, the response
stages and the language of the framework on numerous occasions. With The
Story of Rosy Dock I supplied Nina with some notes containing, the stages of the
response text type, related critical literacy questions and the language of the
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framework (my field notes). Similar support material was also given to Nina for
The Whales’ Song. Nina adapted these suggestions to her own teaching
producing her own scaffolds for response writing. The scaffolds included critical
viewing questions and terminology developed for the appropriate generic stages
of the response text type.
Nina’s procedures for using the language of the framework in teaching viewing began
with collecting visual texts so she could label them with teaching points in viewing.
She used the proforma for the Response text type which was provided, my model
response text, on the Illawarra flood picture and an OH transparency of response
subheadings and questions. She planned that the students were to write their first
response to the storms pictures in Woodlands (field notes; Nina’s diary).
The Woodlands Flood Pictures were published in the newspapers during August 1998,
and Nina took the opportunity to use the occasion to focus on environment, visual
literacy and the writing of responses. She looked at the vocabulary of position, had
different groups write up different stages of the response text, provided time to discuss
visual deconstruction and share findings with the whole class.
The following lesson plan shows Nina’s approach to modelling and teaching the
response genre and introducing them to the Flood picture. The response genre was to
be used as an initial written response. Later on Nina had the students write another
response that could be compared to this initial response.

25/8 Lesson Plan 30 min First Response writing
•

OHT questions for a response

•

laminated newspaper picture

•

Colin’s response

Using a photo from the Mercury 23/8/98 of the storms in Woodlands have the students
write their first Response Text.
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Sequence
•

Explain the terminology ‘Response’ and what is required to write one.
Present OH of subheadings and scaffolding questions.

•

Present the newspaper photograph.

•

Explain and record the Context for the work on blackboard.

•

Brainstorm and record ideas to use under the three headings – Synopsis,
Description and Opinion

Questions
Synopsis – What is the message?
Description – What catches your attention about the photo?
- Description of any people? Objects?
- What else do you notice?
- What might the picture be telling us?
- What do you see/notice first about the entire picture?
- What descriptive words can we use?
Opinion – How does the picture make you feel?
- What does it make you think about??
Brainstorm results

• What texts can we respond to?
•

Response texts We can write about poem, story, picture, map, rep[ort,
autobiography, letter, TV program,, newspaper article, biography,
magazine/article, photograph, journal, painting, video, radio program,
advertisement.

•

What is the context? Illawarra Mercury 223 August 1998 pictorial
supplement 12 pages Woodlands floods – Mon 17th evening – to show
the devastation.
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•

Synopsis Flood – next day – Lonsdale’s house – damage – machinery
to clear rocks – looking down the driveway – damaged house across road

•

Description Perspective – photo from Lonsdale’s house – looking
down driveway – road – to other house – excavator – water – mud – bush
– rubble – rocks – house (describe these)

•

Opinion What do you think or feel when you see the photo? Does it give
the message clearly? How?

•

Write a response in English Books

•

Share some responses and discuss.

•

Read Colin’s response to the other photograph.

With the book Window, Nina taught modelled reading activities beginning
with the book cover, and asked questions like “What do you students already
know about this book? What changes do you notice? And what relationships
do we notice?” The response text type was revisited and the students wrote up
the context of the text as the synopsis. The next lesson the students worked in
groups of five and wrote up the Description stage of the response text,
involving framing, colours and the visual clues used by the artist. In the lesson
that followed, the students were able to finish their responses to Window using
the generic stages as their guide and then edit and publish them.
The following excerpts of Nina’s lesson plans from her diary show her ability
to guide the students though the generic stages of the response, while
analysing the visual texts.

Lesson plan Window 27/8/98
Introduce Window by Jeannie Baker to give students further experience writing a
response text.
•

Show book cover – discuss the title – what do students know about this
book already? – discuss Baker’s collages – locate publication date – what
type of text is this?
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•

Share the book noting and discussing – what information can be gleaned
from the images – what changes do you notice – how is the reader
informed about time passing? – what effects upon the environment do we
see? – will the set of events be repeated beyond the text? – what
relationships do we notice?

•

Revisit the response text proforma and highlight the features for each
subheading.

•

In English books students will write – Context of the text – Synopsis

28/8/98 Lesson plan (Nina’s diary) questions in Nina’s room 3/9/98
(field log)
Continue writing a response text on Window by Jeannie Baker.
1. Revisit the text and review some of the main points discussed in the previous
lesson.
•

Using multiple copies of the text, children work in groups of five and
write the next part of the response i.e. description – stimulation
questions: How are the pages presented? How are the pages framed?
What colours are used? What clues are given about the boy, his age, the
buildings, his hobbies/interests, his friends, the backyard, the neighbours,
the developing town, the animals, the plants? What perspective is used in
each image?

•

31/8/98 Continue writing the responses, including the Opinion, and edit
for word processing. Further questions: What is the position of important
features? Left/centre/right? What do you notice first? When responses
are published make A3 copies for display – children design their own
borders.

3/9/98 (field log)
Today they broke into groups i.e.
•

context
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•

synopsis

•

position

•

colours: light and dark

•

notice first

• opinion
With The Whales’ Song by Dyan Sheldon and Gary Blythe, Nina used the
same lesson organization of modelling, providing lesson support using group
situations and allowing individualised responses as students moved into the
book. Regular reflection on the progress of her lessons was part of Nina’s
routine. For instance she felt that having the students analyse and respond to
every page in the book was too much. She thought through the issue of
expecting the students to write about every page, thinking that they would be
overwhelmed and do only a superficial response. Her refinement was to
choose a set of questions from my plan, identify the pages the children should
refer to, introduce the particular grammatical point she wanted them to
comment about and guide the children concerning the subheadings and the
questions related to them (Nina’s diary, 26/10/98).
The unique thing about Nina’s approach is that she organised her lessons
according to the stages of the response text type. The first lesson in viewing
The Whales’ Song was the writing of the context and synopsis. The following
lesson plan was to do with the writing of the description etc. and was part of
Nina’s reflective process. It took up to three sessions for the students to get
their writing up to publication stage. Nina’s process of reflection was also a
refinement in how to teach The Whales’ Song. Her lesson planning and
organization was also part of it.

26/10/98 The Whale’s Song
The lesson organization was suitable. My comments re taking each teaching
point a little slower is important I think.
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I’ve also thought through the expectations of the students to write their
responses.

• Do we expect that they will write about every page in the
book?
•

I think the children will be overwhelmed by that and consequently do a
superficial response.

•

I intend to choose a set of questions from your plan.

•

Identify the pages the children should refer to.

•

Introduce the particular grammatical point I want them to comment
about.

•

I’ll also guide the children concerning the subheadings and the questions
related to them

3/11/98 The Whale’s Song - Response writing
•

Reread the text.

•

Handout the response Guide (See next section) and ensure everyone
understands the questions and instructions – refer children to the charts
on BB to revise special terms – also remind them of special grammar
language they should try to use.

•

Allow time for writing about Context and Synopsis.

N.B. We have six copies of the text. Therefore groups of four should choose
the same double page spreads for the next section.
Response Guide
The Whale’s Song – Dyan Sheldon, Gary Blythe
Context

• What do we know about the characters, theme and topic?
•

What is the setting? When? Where? How? Why? Who?
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•

What is the author’s and illustrator’s purpose?

•

When was the text published? Where?

Synopsis

• What is the main message of the text?
•

Whose opinion do you think is put forward?

Description
Choose two double spreads to write about.

• Name the page you are writing about.
•

Write about - the people, objects, animals

•

their relationships to each other

•

their relationships to the setting

•

their relationships to the viewer

•

any actions in the foreground and how they are achieved

•

the emotions and feelings the image generates

•

line

•

shape

•

colour

•

direction

•

framing

•

who or what is salient?

•

is the written text the same as the visual text? What is it trying to tell the
reader?

Opinion
•

What do you think? What makes you react that way?

•

Reread the text.

•

Review the requirements for writing about Description. Focus on chart of

10/11/98

terms we have discussed.
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•

Allow time for writing.

N.B. This took up to three sessions for the students to get their writing up to
publication stage. They had the chance to word process it at home or have me
do it. Copies were made for the students, Colin and me.
With The Story of Rosy Dock by Jeannie Baker, I introduced the book
bringing the students’ attention to a lot of new terminology which was used by
Nina to write up some vocabulary charts to be used by the students in writing
responses. The students then were able to analyse the book using those terms
individually in groups (Nina’s reflective diary 6/10/98).
The charts Nina made were based on my lesson and the terms I introduced.
The Story of Rosy Dock

Salient – the most important
part of the visual text – the

Horizontal lines

desert

Cycles

Symbol – circle of the seasons,

Gaze

Setting

cycles

Introduced plants and animals

Colour

Wind blown seeds

Colour saturation

No predators – so the plants

Warm

reproduce quickly

High saturation

Extinction of natives

Low saturation

Verbs – swirling, spiralling,

Dull

singing

Lines

Noun group – harsh searing

Horizontal

sun, squalling cloud, kangaroos

Semicircular

that lived in trees, a creek into

Rigid jagged

the rainforest

Sloping

circular

Repetition -

Straight

flowing

Circle of grass, red colour,

Curved balanced

cool
vertical

trees, mountains, horizontal
lines, tuft of grass, birds, and
265

desert life.

With Where the forest meets the sea by Jeannie Baker, Nina implemented the following
plan. The book was shared using the big book version. Features are analysed shared and
discussed. Questions are used to guide the students in analysing their texts. Students
individually and in groups write responses to images in the book using questions that
make use of appropriate vocabulary. Students were then permitted to finish the
questions in their response at their own place (FINDING – QUESTIONS REALLY SCAFFOLD
STUDENTS IN RESPONDING, AS DOES THE GROUP SITUATION). Also see her suggestions

at end of diary.

Nina’s lesson plan is as follows:
Where the forest meets the sea
PLAN
•

Share the book using the big book version.

•

Pay particular attention to, and encourage discussions about – the cover,
read the written text, colours, positions, ‘ghosts’ images, ‘hidden’
images. Attention grabbers.

•

Make overhead transparency of the questions.

•

Introduce the task to answer these questions by reminding the students
that a response is a personal point of view and there are no distinctly
right or wrong answers.

•

Display question 1 Show the text big bok cover. Students close their eyes
then open and record what they notice first. Repeat the exercise before
writing why they notice that feature. Share answers.

•

Display question 2 Students recall and write from memory, then the
teacher reads the book aloud, showing the images. Students have a
chance to amend, expand their responses. Some students share their
answers.
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•

Display question 3. Teacher to do an oral demonstration using one
image. Stress the use of known vocabulary for describing position,
vertical, horizontal, left, right, upper, lower, centre, top, bottom, edge,
sides, thirds, foreground, background, middle distance. Divide the
students in three groups (each has a copy of the text) and allow them to
agree upon the image they will write about. Allow time, roving to
discuss salient points, as the students write. Share the responses from
some students while the others view the visual text.

•

Before exposing question 4, remind the students of the noun groups
found in The Story of Rosy Dock. Give other examples and allow them to
give their own examples orally. Read the question. Organise three groups
to view the written text. Students record the noun groups.

•

For question 5 have children work in their three groups, discuss and
write about only two images.

•

For the remaining questions (excluding 7) children go ahead at their own
pace, having access to the 3 text copies in their groups.

Handout: Where the forest meets the sea
•

When you look at the cover, what do you notice first? Why?

•

What is the main message of the book?

•

Choose one image to explain how the positions of objects
contribute to the message of the book.

•

Quote some important noun groups and verbs from the written
texts.

•

When does Jeannie Baker introduce clues or ‘ghosts’ from the
past? How does she improve the written message through these
images?

•

How do the images add to the meaning of the written text? Use
three pages to explain this.

•

Choose one page and describe the additional details included in
the image which are not in the written text.
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•

What are the predominant colours that Jeannie uses? Explain why
she has chosen the p[articular choices.

•

When you look at two pages of your choice, describe the position
of the reader. How do you know this?

•

Choose one page to describe Jeannie’s use of colour saturation,
line, position, and what feelings you gain from the image.

•

Explain your understanding of Jeannie prediction at the end of
the book.

Other data that was not used directly in the report.
The Story of Rosy Dock by Jeannie Baker
Visual text
Contour, lines, colour
These episodes show that some terms need descriptors to fully explicate the meaning
the terms can produce. The students described the cont9ours as up, up and down, across,
along (au. 886-907). The lines they described as horizontal, diagonal, round, vertical,
rigid, curved, flowing, unbalanced, wavy, sloping straight, circular, semicircular,
straight (Student worksheet Adrian, Katherine, Denise, Tamsin with others in pairs).
On a Student Worksheet the students had to describe the setting using colour. They
used describers such as Bright, dull, sandy, warm, orange high saturation, cold and low
saturation colour (Katherine and Denise and others).

Salience
My field notes reveal that some wonderful gems of implicit knowledge came through
like the word balance – the trees were unbalanced. I built onto this and showed how pp.
5&6 were unbalanced and linked into the message. Adrian mentioned the importance of
an element in the picture. I seized the moment and built up the term salience. We saw
how the desert was salient against the house (Field notes).
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Line rigid, circular
We looked at the rigidness of the lines of the house and compared them to the lines of
the desert to bring out what Jeannie baker was saying – one or two said that the house
did not belong there. It was square or rigid. One offered a “circular house” as a possible
solution as a possible house suited for the desert environment (field notes).
See also the chart with all the words to describe line.
Lines – horizontal, vertical, semi-circular, rigid, jagged, sloping, straight, flowing,
curved, balanced

Memo
This episode was in fact a lesson run by myself with Nina recording the terminology
onto a chart. It goes to show that we need to have descriptors for some terms. That is
line needs a list of words to explicate the activity pf line in a visual image. We need to
have these terms available for the students on a visual display in the classroom.

Shot - close-up
The log which was floating along the floodwaters was discussed at length as to where it
had come from and where it was going. One student referred to it a s a close up.

M Is that the log from the last page? same log there – it floated
along the river.
C Yes it is too.
M St It’s a close up (au. 820-5).

When and where

M They must have spread the seeds everywhere.
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…..St it would have been over a long period of time (au. 954-61)
C What time of the day does it tell you it is?
St It sort of the sun just coming down setting.
Sts discuss the disappearance of the goanna on the next page.
M It’s probably on the sand bank.
St Where is it?
St It probably got up a tree (au. 865-869).
Sts noticing details and changes in landscape after the floods (au. 870-880).

Repetition

On a Student worksheet the students were able to indicate what was repeated - Circular
hills, circular grass, red colour, horizontal lines, trees and desert life (Denise, Tamsin
and Katherine with others in pairs).

Connection between the written and visual
One way of ensuring a comparison between the two mediums is to look for the actions
in both and compare. In The Story of Rosy Dock the actions here surging, swirling and
surging. The students say the swirling happening around the tree (au. 862-869).

The Whales’ Song
Background foreground
This one seems to be fairly empty but there are some things that stand out, and
wondering what it is that these things signify. You’ve also got the background., and is
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very important against the background. When you get to talk about this in your writing,
think about the foreground those things that are particularly salient. - Important as they
stand out, as they stand out in your face don’t they? 504

Student written responses
The sky is a very good background for the picture because Lilly’s hair and her pyjamas
blend in with the sky. Lilly is looking straight towards the reader(Denise).
In the background there is a house, the ocean, sand, lovely plants, flowers and one bird
(Tamsin Yr 5).

Time
Nina reading Lilly in grandmothers lap....................................dancing.”
Is this in the past or is this in the present?
St Present
498N That people are definitely in the ? they are nice and close to you the reader.

Horizontal
C Yes. Tell me about the verticals and the horizontals what does that mean? (au. F Int
1315-22).
…
Denis The way he is pointing home. Its the way the slopes go like towards home.
C The horizontals - well done. Lilly sat at the end of the jetty and waited. She waited all
morning and all afternoon. Then as dusk began to fall Uncle Frederick came down the
hill after her, “Enough of this foolishness!” he said. “Come on home. I’ll not have you
dreaming your life away.” Would you like to comment on the message of the written
text. What is the message of the written text? (au. F Int 1324-27).
T The message is that Uncle Frederick is telling Lilly, “Don’t listen to grandma. Go
home and stop all the foolishness.”
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C Is there a connection between the visual and the written? That’s the visual - that’s the
written.
A There is because um He says, “Come home.” And he’s pointing towards home.
C Denise read the first bit out. (au. F Int 1332-38).
D“… she waited all morning and afternoon”
C Is that the same as what is in here?
D Yes
T A No
C Why?
M Because Uncle Frederick tells her to go back home.

Lines
Student written response
The lines are curved, vertical, and horizontal. The shapes are fluffy and fluent and some
shapes are straight and solid (Adrian).
The jetty planks are old and straight and the rope is curved to tell people to be careful
…The line of the whales is curved to show the natural animals (Mal).

Diagonal lines
Student interaction
The whales are diagonally on their ? They also have lines on their stomach which are
curved. the fish are very small compared to the whales au. 165-66..
Student written responses
There is a diagonal showing Lilly’s uncle leaning forward towards Lilly and her
grandma.” (Denise)
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Demand
Uncle Frederick is leaning towards her pointing towards home – demanding her to go
back to the house (Adrian).

Position
The line of the tails of the body too. (Nina motioning with her hand)
--Think about position here where is her grandmother?
In the distance and the position of the thing in the distance too (493 vi.).

Shot - close-up, distant
Student interaction
I’m writing about the first double spread page 8. There is no people or objects but there
is animals. There’s two whales close up and there is one in the distance au. 165-66..
We knew that Lilly’s grandmother are really close. Lilly and her grandmother know a
lot about whales, and tells Lilly stories about them. Lilly’s Uncle Frederick doesn’t
agree with her stories au. 175-6.
505This is Lilly asking her “But how did they know you were there Grandma?”... you
had to but them something special ... take your gift and give you something in return.
Do you think they are referring to something in the text - the purple shell?”
Nina Look how close up they are . How do they make you feel? That they are close up
to their faces and the way they are looking across to each other.
In other places the viewer’s eye movement is associated with direction
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Direction
C When your eye moves where? on the left?
A Yeah and that’s where her hair is blowing. (au. 1958-59).

Similes
Student/teacher interaction
C We call these similes. WE use these similes because they make good description. It
describes the animals better. If you can say they whales are as big as the hills it is
better. ... You might like to write in these e two similes.
As peaceful as the moon. They are similes.
Do those similes match what you see in the pictures.
C as the hills Do they look as peaceful as the moon
Sts No
handout
There is a link between what is written and what is drawn (au. 34-44).

Analytical process

Student interaction
The other thing I the e jetty. the jetty is old. There is a rope on the jetty which is like
handrail. The poles or legs are supporting the jetty. There are also flowers growing on
the jetty. They are blue, yellow and white (au. 148-159)……..

274

The first thing I noticed was the Whales tail. (part whole)The whales have white lines
on their stomach. (attributes) They have blue backs and a while with different coloured
spots on it’s tail (au. 188-90).

Student written response
The grandma has grey hair and brown eyes and she is wearing pearls. In the
background there is a house, the ocean, sand, lovely plants, flowers and one bird
(Tamsin Yr 5).

Classificational process
Student interaction
Description I chose the first double spread of the book. There are no people or men on
this page. There is a lot of water and there are only two whales and two lots different
types of fish.(classificatory proc)( au. 187-88).

Meronym
Teacher/ Student interaction
C The grey hair and the wrinkles that’ typical (st)
C What about what she is wearing is that typical?
St old St a black cardigan
St pearls
…
St cot
C the illustrated and constructed a grandmother for you to understand – if they painted
a grandmother who wore geans and a T shirt it wouldn’t be a normal grandmother
although there are plenty of grandmothers like that.
St My friend’s grandmother wears geans.
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C She is what they call a matriarch figure which they have used – a matriarch
grandmother that every body understands – look here we have an eyeline a vector here
and look at the angle of the roof of the house is that parallel with the vector between the
eyes? (au. F Int 1447-64).
St Not
T She before explained what old people had on them like pearls and old pictures, and
flowers, and she explains the ‘statement of the room. Say they are in a room such as
Lilly’s and they’re talking and the crayons are scattered around in the picture (au. F Int
1634-6).
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Case Study Winston

Introduction
a. The school
In 1998 Mt Kendall Public School had around 130 children with five classes. The
school services a middle to upper class community who are involved in their students’
education and the school’s activities. The principal’s position then was a teaching role
with an Executive Teacher as the next level. Winston the teacher involved in the
research is the Executive teacher. The school has an ethos based around a community
providing sound educational experiences in all key Learning Areas. The Yr 5/6 class
involved in the research was one of four composite classes. The thesis content helped to
develop the school’s curriculum in the area of literacy by trialing and developing new
aspects of the English K-6 Syllabus (i.e. visual literacy or viewing).

b. The teacher
Winston is a Yr 5/6 teacher with a great deal of experience and has been in the
Executive Teacher role at the school for one year. He indicated his interest in visual
literacy and was prepared “to give it a go” as it was a necessary part of the curriculum.
He is a well organised teacher with a finger on the pulse regarding the organisational
and curriculum needs of his students as well as the school as a whole. As he was new to
the area of viewing Winston requested that he work with the researcher who then
served as a model for him in terms of using the language of the framework and in a
critical analysis of the picture books chosen for his class. This allowed him time to
reflect on how he might approach teaching visual literacy. As time progressed Winston
took a more active role in supporting students and videoing data, eventually teaching
lessons himself in visual literacy.
Winston described of the kind of students he has in his class as
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A composite yr 5/6 class – majority in yr 6. I’ve got something like 7
Yr 5s and 16 Yr 6s. Basically they are above average – You’ve got a
few very advanced kids. A couple of slow ones – with the exception of
one child they are all good readers. With writing there is a big
variation on standard of written work – there is a lot of talent I feel
and on the creative side of things, they are a confident group of kids
– not backward in expressing themselves orally. Talking is good –
listening varies (au. 1830-1834) .
Winston indicated that his knowledge of visual literacy was minimal. He said,
I’ve never thought of it as visual literacy – that’s a new term for
them. I guess you cover it in a variety of reading activities that you
do, when you are presenting a picture book, which what I have done
this year hasn’t been a great deal, but I know the kids certainly like
literature and do enjoy listening to stories – but specifically with
visual literacy – not a great deal (au. 1840-1843).
Early in the project, the state of Winston’s understanding of visual literacy
was that you look “at how the pictures enhance the text, and how you are
getting clues for understanding the meaning of the text there. In discussing the
pictures, your whole purpose is for getting meaning, and adding to the
meaning of the written word” (au. 1846-1848).
He indicated that he hadn’t done much in terms of the grammar of visual or written
texts, but with Art he felt that you could use picture books for “drawing a lot of the
language out of the children” and having them use terms related to art. Winston felt the
project would be stimulating, appealing to the kids with a lot of potential. He thought
that the framework as was described to him (See Chapter ?), would be useful and
provide him with what to look for and draw out of the visuals. The ‘media’ was
proposed as a possible unit, including newspapers, magazines and advertisements. The
study of visual literacy using picture books was seen as a chance to further develop the
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personal response text type. During the pre-interview we discussed the importance of a
critical reading of literature, and pictures – a preferred reading, negotiated reading and
subversive reading “This is definitely something these kids should be doing.”
The intent of the project was not to introduce something that contradicted or
contravened the school literacy program, so teachers were encouraged to integrate the
teaching of visual literacy into already existing units. The sampling of chosen picture
books was therefore purposive, enabling us to chose books and resources which were
commensurate with the design of the classroom curriculum. The class work was in the
theme of environmental issues to do with the seaside and moving into the media – the
production of newspapers. Winston therefore chose, in collaboration with the
researcher, the picture book ‘One less Fish’ (Toft and Sheather, 1997) and one that was
suggested by myself, ‘The Whales’ Song’ (Sheldon and Blythe, 1993). Other materials
were taken from newspapers where clippings appropriately illustrated the terms being
taught and projected a suitable theme or message to be deconstructed and responded to.
At the conclusion of the project, Winston was asked to fill out a one page summary of
his pedagogical beliefs. “pedagogy – my educational beliefs about language and how
students learn, which have influenced the way I taught visual literacy during the
project.
Language is used for making meaning. Before children are able to
read and write they are able to gain meaning and express meaning
through pictures. Every day children are bombarded with visual
images from a variety of media. Children learn best when they can
relate to the content, in this case the pictures being studied. By
studying techniques used in these pictures children are better able
to gain meaning and more fully grasp the intended purpose.
From his statement it can be seen that Winston regards the content of the pictures and
the children’s ability to relate to this as very important for learning. He also believes
that pictures are constructed using specific “techniques” which need to be studied. In
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this way students are “better able” to “gain meaning” and “more fully grasp the
intended purpose”.
I provided Winston with teaching notes (Appendix ) for One Less Fish which
contained the kinds of critical literacy questions teachers should ask during a
visual literacy lesson as well as what you should consider before reading the
book, during reading (Do the illustrations tell a different story to the written?
How have the characters been constructed? Consider the choices. What
practices are constructed and valued? Is the reader encouraged to approve or
disapprove? How? What values/attitudes are presented? How do they relate to
our own? What actions are being fore-grounded and how is this achieved?
What actions are condoned? And how is this done? Sample analyses by the
researcher were also provided as a model:
e.g. Page 10 also has similar language of appraisal and also adds that
“if they catch undersized fish they should put them back into the
ocean”. Here we have the modal part of the verb “should put” adding
that extra emphasis. This higher modality seems commensurate with
the message of the wonderful exciting world of the Great Barrier Reef
which is disappearing before our eyes one by one off the page.
Page 9 paints an even more negative picture of these characters who
drill for oil. “Damaging reef ecosystems” and “cannot regenerate”
contain high modality language which is highly emotive. The terms
“regenerate” and “ecosystems” are very scientific and abstract - the
kind of language you can’t argue against. The author is using very
effectively, the language of judgement and emotion to get his message
across. The pictures also appeal to the senses and seem to say, “Why
would you want to destroy this exciting place?” So the pictures and
the writing work in tandem and seem to say slightly different things.
From observing the researcher demonstrate with the students an analytical
approach to reading and viewing One Less Fish, Winston was able to write
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notes, which he gladly shared with me. It is testimony to his interest in the
area of visual literacy and his willingness to learn and discover ways of
implementing it:
One Less Fish
* colours – vibrant → life – great B. Reef beautiful, exciting place.
* Text – story, factual

* modality

* Beautiful pictures in contrast to text – beautiful fish/env. How dare they wreck it.
* Scientific language in parts High modality.
* Message/judgement given
* Central/might his fish disappears
* Contrast cool/warm colours
* Silk prints

scientific language

* Contour, shape, line
* Pictures only→response
* Pics and writing
* Authors/illustrator’s main message?
* How conveyed?
* How are people in written text presented?
Emotive, judgemental language
How is the GBR portrayed?
Do you agree with the message? How does this affect you
Who’s view/opinion of the world put forward/omitted?
Exposition, not discussion
* Introduce grammatical terms in response to questions
* positioning reader
Response text type:
* Context - what about? Who’s been to GBR?
* Summary
* Description
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* Judgement/Opinion
The teaching notes prepared by the researcher for Winston are provided in an Appendix
in the end of this case Study.

c. The class
Winston’s composite Year 5/6 class had the majority of students in Year 6. There were
16 Year 6 students and 7 Year 5 students. Basically they were “above average” as a
group as Winston described them, and there were a few advanced students. There were
a couple of slow students and with the exception of one child they were all good
readers. With their written work there was a big variation in the standard of their
writing, but on the creative side Winston thought that there was a lot of talent. They
were ‘a confident group of kids – not backward in expressing themselves orally”. While
their talking was good, their listening skills varied (au. 1830-35).
From the researcher’s observations, Winston’s classroom was the typical Year 5-6
classroom with student desks placed in groups for group work, with the teacher’s desk
side on, on the left hand side in the front of the room, and the notice boards filled with
stimulus pictures, posters and student published work samples. On the black board was
the weekly spelling list. Below the black board were some factual diagrammatic
pictures with taxonomic and flow chart layouts.

d. The books
One less fish by Kim Michelle Toft and Allan Sheather
The picture book One Less Fish by Kim Michelle Toft and Allan Sheather is a
colourful presentation on silk where each illustration has been drawn and
painted using a combination of ink and dyes blended like water colour. The
book features colourful double spreads showing schools of various fish from
the Great Barrier Reef and as you turn each page one fish disappears so that
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each school reduces in size by one, until there is one lonely lionfish left to be
the hero. “No fish left to save now there is … zero. Without constant care we
will lose some of the world’s most beautiful natural resources. Remember:
fish that die one by one may soon become none by none.” The fish are
depicted in all shapes and sizes according to their species, and in all
directions, blending into the coral reef background and foreground in both
colour and shape.

The whale’s song by Dyan Sheldon and Gary Blythe
The picture book The Whales’ Song by Dyan Heldon and Gary Blythe seemed
to offer more for the students to “get their teeth into” and to relate to. The
analysis of this book went much longer than One less Fish (Toft and Sheather,
1997). Perhaps what others said about the book tends to introduce it
adequately:
“One of the most beautiful, poetic, mysterious and overwhelming
picture books you are ever likely to read… a dazzling and haunting
book” (Books For Your Children).
“It sends shivers up my spine every time I look at it; it’s a book that
people need to look at” (The Bookseller).
“Gary Blythes illustrations…are highly accomplished with absorbing
close-ups of faces and bewitching seascapes” (Observer).
Basically it is a tripartite interplay between three key characters who are set up
in interpersonal relationships by the illustrator in such a way that involves the
viewer as the fourth player in resolving the values and conflicts intertwined in
this story. The book gives an intimate study of the gaze of Grandma as she
recounts in emotive terms, her childhood encounter with whales to her
grandchild, who is sitting on her knee. Her conflict with Uncle Frederick is so
aptly depicted in the visual with telling attitudinal angles and eye lines
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between the characters. Despite his disapproval of Grandma’s story, Lilly
herself ends up seeking a relationship with the whales by giving them her gift
of a yellow flower, which in the end works out as the realization of her
dreams. She dreamt that the whales would one day dance and perform for her
as she sits on the shore, just as they did so long ago for Grandma.

Procedure (How the books were used)
With One less fish I used a modelled reading structure in which I first read the book to
them, predicting what the book would be about from the cover, discussing with them
what the setting was and the author’s purpose for writing the book. We then got into a
discussion regarding the relationship between the people in the book and the fish.
Bryce It’s OK to spear fish but don’t take them under sized.
Cooperate....
Tammy They think they will come back if they ....... 1.27(vi. 1-10).
The modelled reading soon developed into a Shared Reading enterprise in
which the researcher and the students entered into a study of colour saturation
as revealed by the text. It was not long before the students were able to
construct the message of the book. One student said, “All different fish and
one is missing”. A number predicted that “each time you turn the page it gets
one less fish”, while others caught onto the danger divers caused to the reef
(vi. 1-29; au. 1-30; Field notes 19/10).
The researcher modelled how he read and viewed each double spread, showing the
students what the general meanings and messages were using the language of the frame
work. Terms were explained, examples were shown in the pictures, and connections
were made with the message of the illustrator and writer where ever possible. Where
students were able to make the leap from using the visual literacy terms to the message
of the book, the data revealed that this was elicited from the children through strategic
questioning.
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The lesson presentation was largely a mixture of modelled and guided
viewing where terms were presented in the analysis of a picture and the
related meanings and messages were discussed with the students. At times the
students were able to volunteer observations and analyses that were taken up
by the researcher and used as worth while contributions to the class
discussion. Before each lesson the relevant pages were analysed often with
post-its placed on the relevant positions on the pictures. In the case of these
two books work sheets were prepared beforehand. They included critical
literacy questions and questions eliciting the terms from the framework which
best fitted the messages behind the visuals. While the worksheets were not
intended to be an end in themselves they helped to focus the teacher and
students on a systematic analysis of the book and they helped the students
consolidate what they had just discovered in the texts through having to write
it down.
The whales song was introduced, modelled and used in many guided reading/viewing
sessions similar to One less fish. The only difference was that we added an extra section
on newspaper pictures twice for the purposes of revising the visual literacy terms and
recapping on how they were to be used. They also gave the students that additional and
more focused experience analysing a self contained visual text with its related written
text.
Near the end of the book the students were required to write up their individual
analyses of the book using the visual literacy terms. They did this using a scaffold
which was based upon the literary response genre. A few model written responses
written by the researcher, were first modelled for the class and analysed for their
purpose, structure and grammatical features.

What happened when the teachers used the framework?
This is the burning question which sums up the whole project. It is the question which
underpins all the other research questions which frame the research. The categories
which have come to light from the data analysis of Winston’s class are logical and help
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organise the data. They are the titles of the books and media pictures studied (i.e. One
less fish, The Whales’ Song and Pictures from the media). These are further divided into
three broad categories entitled visual grammar and written grammar as well as the
relationship between the visual and the written. These broad categories are divided and
exemplified by the actual visual and written grammatical terms used. The terms used
are provided by the different kinds of data. They are Teacher/student interaction,
Student work samples, Teaching learning strategies and Student written responses.
Diagrammatically the category network can be summarised as a taxonomy of terms as
provided in Figure 1.
This taxonomy of terms used in each case study as well as the findings from the data
summaries, will contribute to evaluating the success of the visual language contained in
the framework, as used by the teachers and students in developing their understanding
of texts containing visuals. Each term will be a data category that will itself be
embedded or grounded in one or more critical episode. A critical episode is defined as
a piece of oral or written text that is an integral part a larger stretch of data which
critically analyses a visual. So the use of each category or term, will be lifted out of its
larger context, and examined and talked about within the context of its critical episode.

The Language for Viewing Used During Teacher/Student
Interactions – Language for Viewing:

This answers the research question, ‘What language for viewing will be used during
teacher-student interactions?’
WINSTON/STUDENTS
Figure 1

ONE LESS

THE WHALES

MEDIA

FISH

SONG

PICTURES
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Descriptive summaries of the categories:

Each category from hereon, will feature some aspect or term from the
framework taken out of either teacher/student interaction, student worksheets,
teaching strategies, or student written responses. Each aspect or term will be
embedded in a critical episode, an expanse of data which coheres around and
onto the visual literacy aspect or term. The critical episode will be described
and any finding that is unique to the study, will be recorded.

One Less Fish
Visual grammar

Colour, colour saturation, bright colours
Student/Teacher Interaction
The purpose of the following critical episodes, is to show how the students and teacher
focused on the concept of colour in their analyses. Winston in his post interview stated
how the use of bright colours made the Great Barrier Reef look like a wonderful place
and worth preserving (au.. Interview with Winston. 1960-1962). This seemed to be the
message of the book as revealed through colour. The teacher and students were also able
to establish that the colour is the same for both the fish and the coral. Alice explains that
“they are camouflaged to get away from predators” (au. 222-27). Other students pick up
on the brightness and shape of the fish as being the reason why they “fit together” with
the coral.

288

Alice They are camouflaged to get away from predators (au. 22227).
V The coral’s supposed to be bright and so that’s why they all fit
together. Alice (Circling action of the fingers) “and they all fit
together.” Alice points out the spotted fish – similar fish and
coral…
C Why?…
Dr camouflage
V They go together
F gr st: They have the same shape and colour. (Message)“the
coral’s going to die” (vi. 641-77).

Guided reading/viewing
This episode shows a student grappling with the synopsis stage of her
response to One Less Fish. It show her ability to use the meaning of colour
and relate it to what we should do with the Great Barrier Reef.
Synopsis
(We are) to take care of our coral reef and all the oceans and of
course the beautiful brightly coloured fish and not to destroy it (Alice).
The illustrator used bright colours so you know what other people or
even what you’re doing to the reef. If you’re looking hard you will
notice on one side of the page the box gets smaller so that will mean
there will be one less fish (Alice).

Memo
In the above critical episode the student Alice was not only able to identify the bright
colours in the book, but she was also able to take on a “user” practice at viewing. In
other words she was able to conclude, in view of the bright colours and what they are
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saying to us, that we should take care of our coral reef and be aware of what you are
doing to the reef.

Student’s written response
Alice attempted to use visual grammar in analysing One Less Fish. She refers to the
message, colour showing the beauty of the reef. “The colour emphasises how beautiful
it is and what a shame it would be to lose it.” This analysis by Alice shows that it is
possible to mix using the visual literacy terms with the meaning and message being foregrounded by the visual text.

Student/teacher interaction
Another critical episode concerning colour further articulates it as colour saturation.
Having explained what saturation means, the teacher elicited from the students a
comparison between the yellow (high saturation) and the red (low saturation) in order to
make the moorish idols stand out (Toft and Sheather, 1997, p. 5). The yellow fish stood
out more than the red coral because we thought that it contained more colour saturation.
St Red doesn’t stand out to me.
C The red doesn’t stand out because of low saturation.
… That means it doesn’t have much colour in it. You can have a really
bright red or you can have a dull red.
…
C This is a dull red. It hasn’t got much colour saturation, whereas the
yellow has lots of…
Sts colour saturation (au. 276-289).

Memo

290

It seems that when the teacher asked the right questions in this the first category of
critical episodes, a number of students were able to analyse pictures from One Less Fish
for colour, and make links with the ecological message of the book.
While allowing the students free course to exercise their analyses, the above episodes
show a certain element of support and guidance (Guided Viewing) was provided to the
children by asking questions such as why? Other questions were also asked such as
How? and ‘Tell us’ concerning such aspects as the colour and shape of the fish and
coral, and the effect of diagonal lines has on the perceived speed of the fish.

Student worksheet
The following episodes have been taken from student worksheets. They have
been mentioned here to show that in listing the terms they have used in the
analysis the students are also able to record the messages being projected by
the visual resource. Here colour is in focus and it has been tabulated in all its
different aspects - colour saturation, dark and light, warm and cool and the
related message being constructed.

Synopsis, message, theme What main messages, themes, attitudes and
values are coming through?
List the colours

What kind of colours are

What is the main

you see

they?

message coming
through?

Yellow green

Bright warm, dark, light,

It is fascinating and

purple blue pink

highly saturated, happy,

fun

reed gold black

cold, cool

white orange

(Vicky)

Purple green

Dull/cold/sad

The reef is beautiful

blue yellow red

Light: happy, warm

but take away its

orange

Dark: dull, cold, sad

beauty and there is
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Colourful/warm

nothing.

Light: colourful happy
Dark: shrivelled
disappointing
Colourful/warm

(Bryce)

Memo
In the above analyses, Vicky was able to conclude that the reef was a “fascinating and
fun” place. It would seem that she would not have been able to produce this focus
without her being able to recognise the bright, warm and highly saturated colours which
helped to make the Great Barrier Reef such a place. Having first described the colours
very skilfully, Bryce was also able to conclude that “the reef is beautiful but take away
its beauty and there is nothing, “
What this critical episode shows is the usefulness of a taxonomic table
which focuses on only one aspect, that being colour, and using visual aspect
in all its varied forms as the foundation for the messages that are the social
constructs of the text.

Diagonal lines
Student’s written response
An episode in the audio data has Analyse identifying diagonal lines and associating this
design feature with the darting movement of the fish.

Memo
This analysis and others by Alice shows the possibility of mixing visual literacy terms
with the meaning and message being fore-grounded by the visual text.
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Shape
Student/teacher interaction
The purpose of the critical episode below, is to show how the students and teacher
focused on the concept of shape and used it to reveal the ecological message of the
book. In the book One less fish, the shape of the fish is similar to the shape of the coral
in the background. This of course links with the purpose of camouflage. The teacher
and students were able to establish that the shape of the fish is the same as the shape of
the coral. The teacher then asks why are they the same? In the recorded data Alice
explains that “they are camouflaged to get away from predators” and that the spotted
fish have the same shape as the coral. (au. 222-227). Other students pick up on the
brightness and shape of the fish as being the reason why they “fit together” (with the
coral).
C Why have we the shape the same?
Bryce They go together.
Alice They are camouflaged to get away from predators (au. 222227).
St They’re all round (motioning round)
V …Alice (Circling action of the fingers) “and they all fit together.”
Alice points out the spotted fish – similar fish and coral…..
C Why?…
Dr camouflage
V They go together
F gr st: They have the same shape and colour. (Message)“the
coral’s going to die” (vi. 641-676).

Memo
It would seem that when the teacher guides the students’ discussion about the visual text
being analysed, they can be steered towards making a connection with what the teacher
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perceives the message to be. In this way students are better able to analyse pictures from
a picture book such as One Less Fish using terms like ‘shape’, and make links with the
message (e.g. ecological) of the book.

Direction, diagonal, horizontal
Strategies guided reading/viewing
In the following episode a student shows how she interprets the diagonal lines on the
snapper and identifies the twisting and turning of the fish. This is an oral rendition of the
description stage of the response text type which we were preparing for One less Fish.
Description
The message does not only come through from the words but the
pictures tell you a lot. …. The way that the fish twist and turn shows
that the fish are active. The cheeky snapper have diagonal lines on
them which show how they are darting through the water(Girl).

Student/teacher interaction
When dealing with direction at least three students interpreted the diagonal direction as
motion (Toft and Sheather, 1997, p. 9). This analysis gave them a sense of urgency and
the fact that “the coral’s going to die.”
C How does the artist use line? Au. 231.
D, V and Sts interpret this as diagonal motion. au. 232-236.
Colin explains diagonal – movement (vi. 676-681).
St (gr) The coral’s going to die.
C Yes a diagonal line (motions)
Bryce No down
Denis Going down to hide.
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Alice (motioning) Down. Go down and hide in all the coral so he can
shoot down.
C He’s shooting down the hole and around the bend.
If the artist used a horizontal line it wouldn’t look so fast. For
movement a diagonal makes them look very fast (vi. 641-683).

Student worksheet
The effect of the direction of the fish (p. 8 double spread) was well spelt out by three
students on their worksheet. This episode is important in that the grammatical feature of
direction is not only identified, but also directly related to the storyline of the narrative. In
other words this episode shows that this student understands that direction has some
value in articulating the plot.
(Dr)They are scattered all around the page because they are crazy
and want more of Kevin’s food (V). They are going crazy over
food (D).
How is line and direction used? P. 11 it is used to make things faster
(Dr)

Memo
While allowing the students free course to exercise their analyses, these episodes
provide a certain element of support and guidance in critical analysis by asking such
questions as why? How? And ‘Tell us’ concerning the effect of diagonal lines.
As some of these episodes show, students can become rather dogmatic as they deliberate
and disagree with one another. They don’t give in easily as they establish their meanings
e.g. the direction the artist used for the fish.
What these episodes also show is that when the teacher values the student’s input in
analysing a picture, it helps the students to not only talk out the construction of their
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meanings as they view the visual texts, but to also practise and refine their language for
viewing.

Framing
The fish in One Less Fish are set in a frame which is getting smaller and smaller as you
turn each page. At the same time the number of fish is also reducing with each page.
With the passage of time we may have no fish left which would be tragic.

Student worksheet
On the student worksheets the students were asked to examine the effect of
framing and each one was able to describe the effect the frame had on the
storyline of the book – that every time you turn the page, the fish in the frame
disappears (Vicky and others). This shows the students’ ability to match the
use of frame with how the design of the book was set up to portray an
important ecological message.

Student’s written response
Student/teacher interaction
Strategies guided reading/viewing
The same connection can be seen in Alice’s written response to One Less Fish. She refers
to the message of the book and the framework gradually getting smaller. Other students
were able to make a similar connection during guided viewing lessons involving
teacher/student interaction.
The frame work is very well done. Each time you lose a fish the framed picture
on the left gets smaller (student).
St To make it seem like the ocean’s getting smaller….
C What do you think the message is here when one fish is framed off
by itself?
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A That when you turn the page the fish is going to be gone (au. 191-203)

Memo
These analyses show that it is possible to mix the visual literacy terms with
the meaning and message being fore-grounded by the visual text.
It seems that the students realised how the illustrator has used the resource of framing to
construct the message and values being projected in the book. – that the fish are slowly
but surely disappearing in the Great Barrier reef and we must do something about it.
The teacher’s questions often need to be a juxtaposition of the framework language with
critical literacy. The example here is, “What do you think the message is here when one
fish is framed off by itself?” It helps to have a work sheet with appropriate questions
and model analyses pre-prepared by the teacher as a guide for the students. It means that
the teacher has to be prepared to put in time to analyse the books themselves and
draw up a question guide for this approach, all the time realising that the students may,
and often do, bring different analyses and interpretations to what the teacher models in
his or her presentation.

Context: characters
Student worksheet
This episode shows that some students are able to pick out the main players or actors
within a series of visual images and relate them to the message put forward by the
illustrator.

One Less Fish by Kim Michelle Toft and Allan Sheather
Activity 1
What did you already know about the characters, theme, topic? I think
the characters are like endangered species and they disappear. The
topic I think is how to save them (Bryce).
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Who? what? where?
Student worksheet
The purpose of this episode is to show that the structure of a worksheet may
help in connecting the major participants, actions and places with the
messages fore-grounded by the author/illustrator. The point here is that the
grammatical resources were strategically chosen so that this connection could
be made. That is the message of One Less Fish includes a “Who” is damaging
the reef, the “actions” they are doing, and the “Where” they are doing it.
Having established that it was to be an easy thing to establish the attitudes and values of
the oil drillers, divers and fishermen. Because we ran a little overtime in the lesson the
students didn’t get time to fill out the kinds of people doing damage to the reef, but we
did talk about them and wrote in their attitudes towards the reef.

Who/what?

What doing?

Where?

Attitudes/values

Eleven cheeky

Racing around the

Under the sea

They do care but

snapper

bend

Ten dainty clown fish

Wondering where to

Pages 9, 10 & 11
before they didn’t
In the sea anemones

dine
Nine tiny trigger fish

Positioning
themselves

Doing it for
enjoyment

Under the water

They don’t care
about the ecosystem
but they are
changing their ways
(Denis, Vicky,
Bryce)
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Memo
An extensive analysis like this, even if only done orally with the help of a scaffold like
this, may assist the students in coming to a conclusion such as what Vicky and Bryce
recorded on their worksheets.
Green peace and people who care about the environment (Denis and
Vicky) and oceanic life (Bryce).
They may also be in a better position to work out who’s interests are being served and
who’s interests are being ignored or misrepresented? Conservationists – served
Divers, fishermen – ignored (Bryce) What practices are valued? The book is valuing the
reef as a treasure (Denis, Vicky and Bryce).

Theme, purpose
Student worksheet
Considering the purpose for writing the book also helps students to consider its theme
and the possible reactions of the different audiences. Below are selected answers to the
questions of for a worksheet on the response text type. These particular questions
refer to the “Context” part of the response.

What did you already know about the theme, topic? . The topic I think
is how to save them (Bryce).
What is the author’s/illustrator’s purpose? To get across to us that if
we destroy the fish there will be nothing left (Vicky)
Who might agree/disagree with the book? Disagree! Oil miners,
divers, fishermen or crop dusters. Agree: greenies (Bryce)]
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Memo
Having these concepts on board may assist the students in using the other language of
the framework which has more to do with the analytical part of visual literacy. Having
an idea of the basic theme, purpose and who may agree or disagree, will help students
understand how colour, shape attitudinal angle and so on will work to put forward a
certain message.

Context: setting
Student worksheet
The first part of the worksheet asked the students for their idea of the setting. Below are
answers to the question on setting. The worksheet was set out along the lines of the
generic stages of the response genre.
One Less Fish by Kim Michelle Toft and Allan Sheather
Activity 1
What is the setting? The when? Where? how? And who with? It is set in the Great
Barrier Reef it was written to get the massage throw to people (Denis). The writing is
held on the Great Barrier reef. The time is present. (Bryce)

Eye travel
Student worksheet
The students were then asked to examine the composition of the pictures in terms of
where their eye came to rest after following their reading paths. On the one fish to the
shoal and then back to the lonely fish on the left and stops there (p. 12).
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Memo
The significant thing here is that sometimes the language of visual literacy used by the
students and teachers can be changed or altered to suit their own purposes. For example
eye travel was not a term in the framework. It was used by a student to describe what
happened to their eye when they looked around the picture. Student terminology
valued.

Shape, lines, contours
Student worksheet
This critical episode visits the shape, lines and contours of page 6 double
spread. Through a recognition of shape and contour they were able to liken the
ocean floor to green hills ad meadows and conclude that pesticides were “bad
for the land and the sea. It looks like green hills on the meadow” (Vicky).
Others saw the shapes in the pictures blending into the environment (Dr, D,
V).

Memo
When these terms were considered in analysing page 6 it was difficult to only
talk separately about lines, shape or contours (semiotic interdependency).
When you are looking under the sea at what is presented to us in the picture it
is all the same. The shapes present contours and are outlined by lines. Upon
reflection, we could have spent more time studying each one of those aspects
of the images we saw, but this probably would not have heightened their
awareness that the ocean floor had the same shapes and contours as the land,
and that pesticides were as equally damaging for the ocean floor as they are
for land.
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Context
Strategies guided reading/viewing
This is Vicky’s rendition of the context of One less Fish showing that she
knew the purpose of this paragraph in a written response to a picture book.
Context
The book One Less Fish is about fish in the sea and how humans are
destroying their habitat, and it is written for everyone who uses the sea
(Vicky) (Joint construction).

Memo
This was a collaborative effort where students responses were collected and
the best sentences for different aspects and stages of the response text type were
published. This was a guide for the students next time they responded in writing
to a text containing visuals. This text was shared and discussed with the
students and it was a good reminder about the things they can discuss in a
written response.

Positioning, size
Strategies guided reading/viewing
This episode shows how the students can take a concept like frame and centre their
attention on another term in preference. The frame gets smaller but so does the size of
the box.
Description
(The author and illustrator) have also used positioning and size well. Every
time there is one less fish on the left page, the box gets smaller (Student).
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Memo
The use of the work positioning is ambiguous. It is unclear as to what is
positioned.

Judgement/opinion
Students written response
This episode exemplifies the fact that the students quite often had their own opinion or
judgement to share regarding the book and its message.

Judgement/Opinion
It was a good book because it makes you think twice before you do
something that may hurt the environment and the sea (Vicky).

Memo
The students, having analysed the text using the terms covered, may have been in a
position then to “judge” the book, or at least pass an opinion about its effectiveness
with a personal reason. Then again this may be possible without having analysed the
book using visual literacy, but to what level?

Written grammar
Action verbs/modal verbs
Student/teacher interaction
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In the following episode the students were introduced to modal verbs and how they are
used to stress the environmental message of the writer.
St can build
C What is the modal verb there?
St can
St s poisoning
C well done
There is a lot of action here - associating action, bad action with
pesticides. Do you think pesticides is a bad action to do?
St Yes
C Yes This is the whole message here. We have to watch our actions
and behaviour. Don’t just put pesticides anywhere or everywhere (au.
352-379).
At other times we were able to ascertain an attitude coming through the modal form of
the verb. This clearly stated the writer’s stance on each environmental issue e.g. “can
be dangerous”, “may even poison them” and “can leak (oil)”
Denis Discussing what divers and fishermen should do - if you aren’t
going to use it put it back in the same place.
C That’s very good. Did you get that message from the modal verbs,
that you must do that you must put it.
D Yes.
(vi. 163-166).

Memo
The modal verbs are a means of constructing attitudes and feelings which then may be
connected with what the visual depicts.
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Attitudinal words
Student/teacher interaction
At other times we found it necessary to pick up on the attitudinal lexis or attitudinal
words as we called them e.g. “Fortunately not on the Great Barrier Reef.” In this way
we were able to focus on the attitude of the writer as to how we should treat the GBR.
(au. 47.)
The following critical episodes show the provision for the students to critically analyse
certain pages of One Less Fish where they were able to construct the different attitudes
being fore-grounded by the participants in the story. Through isolating some of the
words which were laden with attitude or opinion, the students were able to understand
the changes in the attitudes of the key players in the reef environment.

C St your question is “What is the attitude of the spear fisherman?”
St reads bit about the spearfisherman (spear fishing and scuba diving
are popular sports, although today many divers only look at or
photograph fish and do not kill them).
C They only photo groper fish and they do not kill them. What is the
attitude word there?
Sts “Only”
C …. What has been the change in the spearfishermen’s and the scuba
divers’ attitude?
St That they care about the reef (au. 32-38).
St Keeps on reading the written text on page 9 (Drilling for oil takes
place on, or close to some reefs throughout the world; fortunately not
on the Great Barrier Reef.)
C “Fortunately not on the Great Barrier Reef”. What’s the attitudinal
word?
St “Fortunately”. So what are they saying about the changing attitude
of the drillers?
C Are they likely to drill for oil in the GBR?
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Sts No …… Sts Talk about green peace softly (au. 46-58)..
From the above episode it seems that the students had begun to appreciate the language
demands of the written text in One Less Fish. The words “only” and “fortunately” are
modal adverbs to use the language of the New English K-6 syllabus, or modal adjuncts
to use Hallidayan terms. At that point in time the syllabus had not been in circulation
and the term attitudinal words was the term that the researcher thought would be the
preferred currency. It was akin to the term attitudinal lexis. An understanding of the
attitudinal words contained in the written text seemed to provide the students with a
starting point for discussing the attitudes and values being projected in the written and
visual texts. As they grappled with meanings, the students appeared as co-writers or
co-illustrators with the author and illustrator in their pursuit of meaning.
When discussing the change in opinion among the fishermen and scuba divers and the
attitude of the oil drillers, one student thought that a reader/viewer needed to have read
the written text to understand the change in attitude.
C…Do you think the author is putting forward the change in attitude
of the fishermen towards the reef?
Sts Yes. She is. You wouldn’t pick up unless you are going to read this
book.
D She is putting in those extra words like um these extra words we
talked about earlier.
C Attitudinal words. (au. 83-92).
After being a part of the class’s analysis of the attitudes of the fishermen and
divers, a couple of students decided to create a subversive interpretation of
the text:
Alice Some fishermen might say that is true but might be against it
still... (au. 93).
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Tammy The fish will come back. If they kill them more will be born
and,
C That’s interesting
T If you get rid of them there will be more out there (vi. 45-47).
St I reckon the oilman’s side. All they’re after is drilling for oil, but
they’re not on the GBR, and all they need is oil to keep the cars going
and that sort of stuff, I mean who’s going to walk to Sydney and
Melbourne?
C That’s good. You’re thinking.
C Whose opinion is in the book?(au. 75-81).
Another student adopted the opinion on the author:
St It is also ours. C It is also ours. I like that. What makes you think
that?
St Because we have actually picked it up that they are not doing it any
more. We just say, “They’re not to do it”. And so they are not doing it
any more.
C Do you agree with that?
St Yes
(au. 97-101).

Memo
Having gone this far in our discussion we were in a position to ascertain who’s interests
were being served in the text and who’s weren’t as well as what practices were valued
in the GBR environment (au. 111-123). These episodes have shown that using the
attitudinal lexis as a starting point, may have advantages for illuminating the message
of the author/illustrator and the attitudes of the participants in the text towards the issues
being discussed.
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Modal verbs, attitudinal words and technical language
Student worksheet
Attitudinal words and modal verbs
In this worksheet episode, the students were asked to underline words in the
written passage that show the attitude of the writer. Finally they were asked to
list attitudinal language under modal verbs, attitudinal words and technical
language. This helped to emphasise the function of these written grammatical
resources within the context of the book itself.
Record the modal verbs, attitudinal words and technical language you have discovered.
modal verbs

attitudinal words

technical language

must

fortunately

commercial

may

dangerous

ecosystem

should

damaging

recreational

could

unusual

regenerate

cannot

fun

is not
has
might
Some had the odd adverb
such as always or the relating
verb are

(Denis, Vicky, Bryce)

Memo
Again writing down their findings helped to confirm what they had learnt in written
grammar, not only for each individual but also for each other. This is because the
students were encouraged to collaboratively engage in their analysis and completion of
the sheets. Their shared ideas on what the modal verb might happen to be or which
words carry attitude, made the analysis richer and knowledge based.
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Action verbs
Student worksheet
A knowledge of the action verbs or the things that are happening in the
pictures helps the students to extrapolate not only the message of the book but
also the values and opinions of the writers/illustrators. This in turn helps
them establish and construct in their own minds a personal response or
reaction to the message of the text.

Memo
Thus Denis and Vicky were able to establish the effects of pesticides through
knowing that they can “spread into, can seep into, can not break down in, can
build up in, and poisoning” (au. 350-361) the environment (D, V).

Relationship between the visual and written texts
This critical episode shows how the teacher and students are deliberating about the
function of the visual text as opposed to the written text and how they interact. The first
question by the teacher sets up this kind of enquiry and leads the students to
collaboratively discover that the pictures don’t tell you why the fish are disappearing,
whereas the words explain why.
C Now in the pictures you see the fish disappearing before your eyes
don’t you? But do the pictures tell you why they are disappearing?
Sts No Yes
Sts and C the words tell you why and the pictures don’t. 34.24
V You can always guess that there will be one less fish but you don’t
know why.
D The words say (vi. 191-197).
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Students deliberate re words telling more details than picture pp. 1011 (au. 487-498).

Memo
While this is not an in-depth grammatical comparison the teacher and students did make
a comparison between the written and visual texts in terms of their semantic value and
purpose.

Eventually some of the students picked up on the fact that the written text could and did
in fact, negate what was revealed in the visual text. For example the video transcript
reveals that some “students mostly think pictures and writing in One less fish are telling
the same story except one student. Bryce looks most intent to listen to this student’s
message – that the pictures are bright and happy but the writing doesn’t have the same
story – “sort of wrecks it”. “If you look at the pictures, they are all bright and happy and
that, and in the writing it says these terrible things are happening..” (vi. 169-188).

Memo about Written responses One Less Fish
The above instances show that the framework language was in fact used in
student’s written responses to One Less Fish. This was probably due to the
modelled viewing we had done with the book at first and the modelled reading
we did with the text Week Awash. However, both Winston and the researcher
were a little disappointed at the scarcity of analytical terms being used in their
responses, considering the work we had done. The work samples done later
were at a much more sophisticated level using more of the terms from the
framework

The Whales’ Song by Dyan Sheldon and Gary Blythe
Visual grammar
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Purpose, meaning and message
Strategy Modelled and guided viewing
The researcher introduced the books as one would normally introduce a picture book
using the “shared book experience” in which students predict what the story would be
about, what the content is likely to be and what the author needed to know about in order
to write the book.

Memo
The students were introduced to analysing the purpose, meaning and message of the
book with the researcher modelling how to gain meaning and construct it using the
language of the framework.. At times worksheets helped the students follow a logical
analysis of the book that enabled them to move from the whole text into its different
episodes. Through teacher and student interaction the students were guided in analysing
the texts themselves, and were able to use the language of the framework to construct the
message of the illustrator or author as well as respond to it.
Nearly always the first few pages were analysed by the teacher as a modelling process,
and thereafter opportunities were provided to jointly view, analyse and respond to the
pages that proceeded. The following episode from the aural data, illustrates the fact that
the students at Mt Kendall had moved from modelled and guided viewing towards
individually deconstructing and analysing texts with visuals.
C Girls and boys you are at the stage now that you can almost analyse
these pictures yourselves. You are starting to use the terminology, and
get the meaning out of it. You’ve understood that Uncle Frederick has the
power here, for a little while, he’s got the power here. He’s got his story,
and Grandma’s got her story. There is a huge clash isn’t there? Between
the two stories. I wonder who’s going to win in the end? au. 1664-1671.
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Direction, diagonal lines, curved, position, left-right, body
language and “looking down”
Student/teacher interaction
The first picture analysed in the book The Whales’ Song was the one with the
whales frolicking in the ocean. The picture shows them in diagonal directions
with lines on their stomachs and smaller fish darting in curved directions.
In this set of critical episodes the students are re-introduced to diagonal lines
and guided into realising that the diagonal lines on the bellies of the whales
adds to their apparent activity and movement. However for one student Denis,
the diagonal lines don’t quite describe the movements of the whales and he
offers the word “curving” as a better alternative. In the video coverage of that
particular episode the kids were involved and attentive as they built up a
description of the activity on the double spread, in collaboration with each
other.
Is this the same as other
St The diagonals on their stomachs makes them look faster (au. 432,
vi. 388, vi. 383-408, au. 1807).
Cathy The diagonal lines are their stomach - makes them look active
or something - whereas
C Diagonal lines make them look active whereas horizontal lines
make them look as though there is not much action… ..
18.03(vi. 391-398)
Denis With the fish, they’re really (kids seem really involved) small.
Because if you don’t have things really involved like that they look
really flat. They’ve got them curving around them. It really makes
them (motioning with hand in a long and low curved shape) …
Susan I think grandma’s going to win and Uncle Frederick’s on a
diagonal line and so its looking more like you’re in trouble and you’re
angry (Uncle Frederick) (au. 1640-1671).
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Memo
These episodes show, as do many others, that because the teacher accepts the student’s
analysis as legitimate, and as a possible alternative, we have some interesting and useful
terms emerging (e.g. curving). Possibly it is this freedom to use the terms as you like,
and an absence of the fear of using the wrong terms, that allows them the freedom,
confidence and energy to make those significant connections with the meanings, values
and beliefs being portrayed. For instance the last quote shows Susan’s ability to match
the diagonal line with a different kind of meaning – that of Uncle Frederick’s anger.

Student’s written responses
Vicky’s response to The Whales’ Song includes a context, synopsis,
description and judgement/opinion in which she describes what she saw in
two picture spreads (pp. 9-12). She describes Grandma and Lily as looking
shocked, stunned, amazed that he (Uncle Frederick) would say something like
that. She then describes Uncle Frederick’s attitude as being angry, mad and
cross. “He is looking down at them like they are nothing to him.” She then
rather ingeniously adds a further dimension to how the artist has constructed
this mood of antagonism by referring to the direction in which Uncle
Frederick is leaving the room, from right to left, “because he is against
them”. Before she says this, she explains the conventional direction for words
and movement in pictures.

Memo
She has not used many technical terms but what she has used she has used
effectively.

Student’s written responses
For the Whales’ Song Denis discerns that “Grandpa Frederick is at a high angle and
taking rule over them and Lilly and Grandma are shocked.” He goes on to reveal that
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the objects behind Grandpa are curved in a way to make him really tall and the rafters
are positioned in the same way the gaze that Uncle Frederick and Lilly have between
them.”
This analysis by Denis is quite sophisticated as it first establishes the
“tallness” of Uncle Frederick through the curvature of the objects behind him
and then notices how his eyes gaze at Grandma. This gaze is then aligned with
Grandma and the diagonal rafters behind him, thus accentuating the diagonal
effect of the gaze.

Memo
This is one of the few occasions when students successfully analyse one
aspect of the visual text and connect it with another all the time using the
visual resources taught to them from the framework (interdependency of
terms). When students do this, it heightens the impact of the analysis and
what they have to say about the message of the visual.

Student’s written responses
When referring to body language Denis explains that, “When Lilly and Grandpa
Frederick is out on the wharf Grandpa is leaning over Lilly again so it looks like he is
ruling over her again.” The terms he has used to describe how the characters are
looking and speaking to each other have enabled him to talk about the interpersonal
relationships set up between the Uncle, Grandma and Lilly.

Memo
From this set of episodes it has become apparent that students are able to associate
technical terms such as diagonal directions with motion and movement, and with human
participants, the diagonal direction can mean power if the person is leaning over
someone else. Various terms meaning direction have been interchanged by the students
according to the context of the visual being studied. Where students understand the
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cultural construction of direction, for them it would possibly mean a better
interpretation of the visual, especially where the cultural norms of direction are
reversed. The above episodes seem to indicate that direction can be linked quite
successfully to interpersonal meanings within a picture.
The other point that is apparent from this series of episodes is that there is a blurring of
visual grammatical terms around the areas of diagonal direction, attitudinal angle,
body language and motion, and it is sometimes difficult to isolate any grammatical
construct from another, when in some contexts, grammatical representation tends to be
analogical rather than digital.

Gaze, sensing verbs, light, facial expression
Student/teacher interaction
These two episodes show how students grapple with analysing the gaze of the main
characters in The Whales’ Song. The purpose of recording this stretch of dialogue is to
show the benefit of pairing visual literacy terms with critical and analytical approaches
to understanding texts.
Gaze features very strongly in this picture book. This episode begins with the
teacher recalling the visual term ‘gaze’ so as to begin the students’
collaborative analysis of the pages 3&4. The students are really involved in
constructing the “gaze” of grandma and Lilly. They become so much involved
that they almost enact the role of the characters as they collaborate with the
illustrator in constructing what they saw, felt and believed. The following
extract from the transcriptions shows just how involved the students became
in describing the gaze between Grandma and Lilly in pp. 3&4.
Colin OK. We are going to look at what we call Gaze 24.40…
Vicky It’s like you said, she looks really interested but (motioning to
Grandmother with pencil) but Grandmother looks lovingly and as
though it’s true.
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(Vicky really involved - body language and gestures.) Looking at
Grandma, Lilly and me.
Alice It’s a true story (gazing at me with meaning) It’s like a fantasy.
Bryce She’s looking enthusiastic and she’s just started the story.
25.20
Alice (motioning with hands in an elliptical motion) Keep going - I
want to see what happens.
Colin I want more
Susan Make it like make it really true (Denis tired but listening, but
not entering) (vi. 487-505).
The following episode examines Lilly’s gaze on the last double
spread.
Colin: Have a look at the gaze of this girl – the last picture.
Alice: She’ s gazing at us.
Vicky: Well she is looking at us to say it is really true. She is staring at the people
who read this book saying it’s true what her grandmother said and it’s Uncle Freddy
as well.
Colin: What is the message she is trying to get across to the viewer?
Vicky: That it’s true, um, if you believe
St: If you believe you can receive (au. 760-767).

During the above episodes the students were inclined to be trying to interpret what Lilly
was thinking by her facial expression or her gaze. In other words they were interpreting
the visual form of a ‘sensing verb’.
Colin Again we see her gaze and we can almost sense her thinking,
can you sense that she is wondering. What is she thinking?
Alice that her grandmother has come true….. they are good at singing
like jumping (au. 740-744).
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Student’s written response
The purpose of mentioning one of the student’s written responses is to show how students
were able to connect light with gaze. and then gaze with meaning. Vicky’s response to
The Whales’ Song contained an analysis of the effect of the moonlight on Lily’s face as
well as the gaze of the Grandmother. She explains how Lilly is staring with her face all lit
up by the moon with her eyes wide open. She then tells the effect of this facial expression.
“It is as if she is saying ‘It’s true, it’s true’. What Grandma told me. She is amazed.
Surprised even.” She qualifies Lilly’s and Grandma’s gaze with “They are shocked,
stunned, amazed that he would say something like that.” Compared with her first effort
responding to One Less Fish, in her written response to The Whales’ Song, Vicky has
made better use of visual literacy terms and has used them strategically in her
collaboration with the illustrator in her quest for meaning.

Memo
The above episodes tend to point out what can happen when students and their teacher become
involved in analysing (model viewers; teacher commitment; engagement with the text) the
pictures of a picture book, especially when
they have a language for deconstructing the desired meanings and interpersonal relationships
(visual analysis; semiotic constituents). Not only were they able to talk about Lilly and
Grandma’s gaze, they were also able to describe how the gaze impacted on the viewer personally
(i.e., create an interpersonal relationship) and describe the emotional impact Lilly’s experience
with the whales, had on Lilly herself.
From the data it appears that there is little difference between analysing the gaze of a person and
applying the visual form of the sensing verb. When the students were working out what the gaze
was telling them, they often related what they thought the person was thinking.
The benefits in pairing visual literacy terms with critical approaches to understanding texts is
more than apparent (a tool for critical analysis). The episodes also tended to highlight the
importance of deliberating and talking out (text) what you mean as you use the visual
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terminology. As the students were given space to do this they seemed to be better able to
construct in their own minds the messages and beliefs being foregrounded in the text.
In some cases during the episodes, the teacher was inclined to be eager and very interested in
sharing his own interpretations, so much so that some students didn’t have the time to finish
what they were saying. The other side of the coin here is that most teachers wanted to keep the
interest of the lesson moving (vigorous pace).

Eyeline, gazeline
Student/teacher interaction
The purpose of the next episode is to show how the students and teacher were
able to extend their analysis of gaze into tracing where the characters were
actually looking. In this next episode Denis correctly calls the eyeline a
vector, but he then misses the Phenomena (Lilly wondering) and extends the
eyeline to the flowers and the sea.
Denis (pp. 3-4) Vectors like .....the gaze looking straight through from
the grandmother’s eyes straight through to the flowers. Straight out to
the centre and towards the water.
C What were you going to say?
St eyelines.
C …… Our eyelines go directly out to sea because of the vertical
frame on the window (au. 1183-1188).
Elsewhere, when analysing pages 9 & 10, a student calls it a gazeline which
is quite an effective term describing the direction of “the looking”. What is
important here is that the students have coined their own term from the basic
idea of gaze and used it to analyse the feelings of the characters and how they
are positioning each other.
Alice The gaze line …
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Vicky Uncle Frederick is looking down on her…. Frederick is looking
down on her to make her look small and like frightened and like she’s
being useless (au. 1654-61).
In this episode the term ‘eyeline’ was used in the context of a ‘reading path’.
C OK we were talking about eyelines. Where does your eyeline go?
……
Tammy It went from one of the shells, to the clouds, because they are
brighter than the sea, and then it went to the whales.
Other students recount their eyelines (au. 1478-1498).

Memo
Eyelines created quite a few discussions during certain lessons. Sometimes
the students and teachers used the term in connection with the direction the
participants were looking. At other times they used the term to describe where
their own eye travelled through the picture. The students liked to express their
versions of eyelines at various times through the study – it seemed to be fun.
Everybody could express their “journey” and everyone would be accepted.
Each person came to the picture differently with their different world
experience and literary history. As they make connections between their
experience and knowledge and the components of the text, their eye travelled
through the picture, negotiating the features that were salient and the features
that worked best to gain their attention.

Given/New
Student/teacher interaction
There was the occasional discussion on Given information and New information and a
few times this was linked with the thematic structure of the written text. On page 22 of
The Whales’ Song, we established that the dancing whales were the Given information
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or the Known information because we knew that they would dance. The New
information is on the right hand side, where we find Lilly with the moonlight shining
on her face. She is outside in her pyjamas with the yellow flower floating on the sea in
front of her. The fact that she dared to escape into the night and give the whales a gift
(the flower) is New information to the viewer. In the written text, the main topic of the
recount in the writing (the whales) is at first presented as the New (There enormous in
the ocean, were the whales). However, in the next two sentences the whales are
thematised as Given information (They leapt and jumped and spun across the moon;
Their singing filled up the night) This is in keeping with the visual text and adds to the
wonder and awe of the occasion (au. 691-732).
C … What is the Given information? What is the information we
already know about on the LHS?
St The whales jumping out of the water.
Susan And the flower down the bottom.. It told us in the – thing.
This is a new flower.
C On the LHS the Given known information – these beautiful whales.
If you look at the written text, what comes first in the written text?
St Whales
… What comes first in the picture on the LHS?
St the whales
C … “They jumped.” What’s first?
St the whales
Sts they
C they What’s on the LHS of the picture?
St whales St jumping
… (au. 691-702).
On page 13 we have a double spread with Lilly dreaming on the left hand side and the
enormous whales dancing on the right hand side.
C On the left hand side you have the Known information. You have
already been introduced to this. She is called the Given information.
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.... You don’t have in your head this - This is New information. This is
what you are finding out about. You are finding about her dream. Now
the interesting thing is what happens in the written text. In the written
text they generally put the important information that you know, up
front, in the very first part of the sentence. Let’s look at the sentence
starting with “In her dreams.” “In her dreams she saw them as large
as mountains and bluer than the sky.” “In her dreams she heard them
singing with voices like the wind.” Again, “In her dreams they leapt
from the water and called her name.”
What’s the first part of the sentence that we already know about?
Sts “In her dream”
C The first part of the picture is her dreams. “In her dreams” (au
1073-1084).

Memo
Both of the above episodes are interesting in that they present classroom discussions on
the Given and New within pictures. The episodes make a connection with the thematic
structure of the written text. The themes of the sentences quoted are also Given
information. While the Given/New structure of the visual was only touched on it would
appear that the students were obviously on the way to understanding it and how it was
connected to the Given and new in a written sentence.

Vector
Student/teacher interaction
The next critical episode about pages 21 & 22 shows the use of the term ‘vector’ in a
comparison between the whales and the moon. We pick up on a students’ and teacher’s
analysis of pages 21 & 22 in which the curved vector of the whales swimming is the
same shape of the moon. Here the teacher takes the opportunity to reinforce the term
vector.
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St Circular
C … What shape is the vector of the whale jumping out of the water?
St curved
C Notice how the shape of the moon and the shape of the vector of the
whale are all the same shape?
St Why (au 729-733)?

Memo
This episode suggests that when a student has the understanding of visual literacy terms
(e.g. vector) they can then offload explaining about the “shape or the motion of the
whales breaching”, and concentrate on describing phenomena or making comparisons.

Cohesion/alignment
Student/teacher interaction
The above episode shows a connection between the curved shape of the whales’
vector in the ocean, and the circular shape of the moon. The similar alignment
gives the overall cohesion to the picture and gives emphasis to the idea that the
whales did in fact leap, jump and sing just as they did in Lilly’s dream. Denis
also pointed out the alignment of the rafters with the gaze of Uncle Frederick
towards Grandma and Lilly. While the term cohesion was rarely mentioned, it
could well be that they had this understanding that texts do cohere when there is
similar alignment in shape and direction, and that this affects the message being
portrayed (au. 2253-71).

Centrality
Student/teacher interaction
The point of the next critical episode is to highlight the use of the term ‘centrality’ and
show how the teacher leads the students through questioning, from what is central (the
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moon) to the shining on Lilly’s face and what that means as far as what she is thinking
or wondering.
C … What is central to the picture?
St Denis the moon
Vicky the moon
C That’s the centre piece.
C It’s centre, its shining, where is the light going to?
Sts Denis and Alice Lilly’s face
C Again we see her gaze and we can almost sense her thinking, can
you sense that she is wondering. What is she thinking?
Alice that her grandmother has come true.
It tells us that whales are only good for oils and what they are killed
for – they are good at singing like jumping and (au 734-744).

Memo
This episode shows us that an object or person who is labelled as central could be a
good ‘way in’ for analysing a picture. There will always be some relationship between
what is central, and the rest of the picture. Centrality helps to organise the layout of the
picture and in this case, because the connecting feature is light, the viewer is prive to
what Lilly may be thinking or wondering. In other words the viewer can also analyse
the ‘thinking verbs’ or ‘mental processes’ contained in the visual. There is a
collaborative analysis of the meanings constructed through centrality, light and gaze
(modelling, guided viewing, questioning and semiotic interdependence).

Reading path
Student’s written responses
The purpose of this episode is to show the students using the idea of reading paths. This
is important because you follow the reading path according to how you ‘view’ the
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picture, what you see as salient, what catches your eye and where your eye rests. The
teacher would ask a question like, “Where do your eyes travel , where do they come to
rest and why?”
In her written response to pages 15-16, Alice’s reference to reading paths
shows that she is aware that your eyes are led visually through the picture to
the dropping of the flower and the impending reward for Lilly - that the
whales would sing and dance for her.
On page 15-16 you follow the reading path turn right and you will see
Lilly dropping the flower in the water waiting for the whales to come
and sing for her” (Alice’s written response to the Whales’ Song).
Strategies ‘talking out’ our analyses

Memo
The students all found it interesting to explain where their eyes travelled in a picture. They
all participated and being able to talk this textual feature through, gave opportunities to
talk about what important features finally caught their eyes. [Sts discuss where their eye
travels within the boundaries of a picture (au. 1282-1299.vi. 614)].

Frame
Student’s written responses
There wasn’t much reference to frame in the study of The Whales’ Song. This episode is
included because Alice is one of the few people who made reference to frame. She used
the window frame to offset the fact that Frederick was at an angle and was angry.
Uncle Frederick and Lilly are in the frame of the window and you can
see that he is angry because he is on an angle (Alice written
response).
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Memo
Throughout the project, it appears that Alice made progress in visual literacy using the
terms of the framework and adopting them to her own style of analysis both orally and
in written responses. Right from the very start she and Vicky were dynamically
interested and engaged in using visual literacy for critical literacy purposes (au.
1591-1654; au. 597-661). Her manner of using the terms, and other student’s as well,
would make it seem apparent that it is possible for students in Yr 5/6 to use visual
literacy terms critically – to be able to construct the message of the book or episode,
and decipher when and how the participants in the book or the viewers themselves, are
being influenced or positioned.

Attitudinal angle, high angle, eyelevel, bird’s eye view
Student’s written responses
The following quote is an excellent example where some of the framework language is
used to construct the specific meanings and messages contained in the book. The
purpose of this episode is to show how Alice recognised how the high angle helps
construct the power Uncle Frederick has over Lilly and Grandma as well as the anger he
is directing towards them.
“On pages 9-10 Lilly’s uncle Fredrick is up on a high angle so that
gives most of the power over Lilly and her Grandma. You can tell that
Lilly is scared. ………………You can tell he has most of the power
because he is looking straight into Grandmother’s eyes. (Alice’s
written response to the Whales’ Song).
In her written response, Vicky recounts the episode where Uncle Frederick storms into
the room and scolds Grandma and Lilly while “bending in a curved position.” As a
result “they are shocked, stunned, amazed that he would say something like that.” She
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then brings in her own “reading” of his attitude - Uncle Frederick is angry, mad and
angry cross, he is looking down at them like they are nothing to him.”
While Vicky did not refer to the visual term as “attitudinal angle” she certainly used the
visual resource in her analysis. She has not used many technical terms but what she has
used, she has used effectively.

Student/teacher interaction
This next episode serves to illustrate the value of teacher/student interaction
especially when the students allowed free course to construct and reconstruct
his version of what’s going on in the picture. Pages 11 & 12 show Uncle
Frederick storming out because he disapproves of Grandma filling “her head
with nonsense”. Denis calls this picture a bird’s eye shot. “It’s sort of
looking down like that at an angle because if it was from on top, you would
just see the tops of their heads because you can see just a bit of their backs
33.24.” Then he changes his mind as he finetunes his analysis. “It’s not as we
said a bird’s eye shot, because you can still see their backs, and the sides of
the chairs and that sort of thing, so it’s from the air but from an angle. (Denis
using right hand to signal and holding the book with his right hand to show the
camera).”
Later we returned to the same page and Denis and Bryce managed to draw in a
few more students into the analysis. Bryce sees the visual as a bird’s eye view.
But Denis defends his position. However, the teacher allows them to analyse
the picture and then comes in with questions as to the purpose of using the high
angles. The students reply with words describing his character and the mess he
has left behind.
Bryce? That’s a bird’s eye view.
C It is a bird’s eye view too, coming down. That’s good thankyou.
D With an angle like that because if you are coming down you just see
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the tops of their heads. Like here you are just seeing a bit of their
backs. …
D It’s not actually like a bird’s eye shot, but its not exactly because
you can still see their backs, like the sides of the chairs and that sort of
thing, so its yeah, it’s got an angle….
C Do you think we are approving of what’s going on?
St I don’t think so, I’ll have a look….
C Why have they chosen this high angle to look down to show where
Uncle Frederick is walking out?
Bryce It’s because he’s mean.
Vicky It looks like he went mad and chucked everything around the
room. It’s all messy. He went psycho. …
Sts discuss the mess (enjoying it)
C Would it have the same effect if we were looking at eyelevel rather
than looking down on that page?
St Bryce Nuh It would be different (au. 1542-61).

Memo
The above episodes have to do with attitudinal angles are unique in that the teacher and
students are applying their knowledge of attitudinal angles to analyse a double page
which is almost a bird’s eye view. Because the characters have their backs to the viewer
there is a degree of detachment with no direct involvement demanded of the viewer.
The high angle of the viewer is a position of power, possibly in a position of judgement.
The students were a little unsure about whether the visual was a high angle or a bird’s
eye view. By allowing the students free course to deliberate about the kind of angle
the picture portrayed, it appears that one student in particular was better able to enter
fully into the analysis himself, and even justify his opinion. If the teacher had come in
with “the answer” valuable analysis by this student would have been missed. Further
questioning for the reason for using the high angle appears to have guided the students
into understanding the effect of the high viewer angle.
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Shot:
Extreme long shot, close shot
Student/teacher interaction
The purpose of this episode is to show how “shot” was interpreted by the
students and teacher in establishing the kind of interpersonal relationship
the artist and author wanted to construct for the viewer. Reduced versions of
the episodes follow.
St: long shot
gaze – away from us
St: long shot (au. 1515)
C: Can anyone tell us the effect of the extreme long shot of the
whales? St: That they are scared and they are not used to being
around people au. (au. 1520-1525).
A a close shot au. 1528
C What effect does the close shot have on us about the whales? A:
That they’re friendly. St: safe St: That they are really big (au. 15301534).
What is the reason for having a close-up shot of Lilly? Sts dreaming,
relaxed etc (vi 273-275; au. 1587-88).
The next episode shows Winston explaining different shots to the class as a
revision lesson on terminology. It has been included here because it shows how
the class and the teacher have a fairly good grasp of the various shots and the
different ways they are used to set up interpersonal relationships.
W Shots - close ups to long shots - who can tell me something about
shots - close ups, long shots, medium shots?
C When you are really close and you want to see her hair.
W Why would you want to use a shot like that?
(Alice looking at St as though she already knows the answers)
328

C To see the whole face.
W Yeah So you are getting a close up more personal picture of
someone if you are just showing their face, whereas, if you are seeing
them in the distance it is not so personal.
D Like in that book, where Uncle Frederick is walking out of the room
and the camera is up high using the bird’s eye view or what ever?
W And it is all for a purpose for what the illustrator is trying to get
across in the message. 20.51 ( vi. 738-48).

Memo
From these episodes it appears that the students may not only identify the kind
of shots being used by an illustrator, but also “read” the various meanings and
interpersonal relationships that are being constructed by the illustrator as well
as the viewer themselves.

Adverbial phrases
Strategies read out the adverbial phrases
The purpose of this critical episode is to highlight the possibility of students
being able to identify the adverbial function of pictures and written text. In
this episode the teacher asks a student to read out the adverbial phrases which
they had discovered in the written text. The rest of the students scan the visual
text to see if they can find them. After searching the visual text some students
were thinking on a general level – that adverbial phrases describe, tell the
story or match the visual text. Bryce disagreed because he made more specific
comparisons and found that only one phrase matched the visual text (vi. 450485). (au. 517-538. vi. 452-480).
C 22.02 I’d like somebody to read those phrases of when and where,
and while they are reading then look at the picture and see if it backs
up what is happening in the picture (Students had hands up).
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Alice onto the grandmother’s lap, at the end of the jetty, all day and all
night, Then all of a sudden, miles away, through the water
C Are most pieces of information found in the picture?
Bryce Only one
Susan Only two
C Only one which one?
Bryce Onto the mother’s lap (other F gr sts agreeing).
So what are the words doing in the picture?
All deliberating - telling the story, describing, matching it.
23.05 (vi. 450-485).

Memo
It is probable that this activity helped students structure their thinking about
the adverbial content of both the written and visual texts. Once having
made that analysis, they appeared to be in a position to make a judgement on
what the written text is doing to the visual text. It is therefore feasible to
suggest that, only when you have analysed the visual and written texts in such
a way, can a comparison of this kind be made.

Size and proportion, gaze
Student’s written response
The purpose of this critical episode is to show one student’s use of the terms size and
proportion. However in this written response to The Whales’ Song, Bryce has shown a
strategic use of visual literacy terms for the purposes of analysis and critique. This
written critical episode is therefore quoted in its entirety
The meaning of the book is to protect the whales. The book is saying if
we don’t care of them they might disappear. We should do this because
they are so beautiful…. This book is cleverly written. It uses similes
such as “as big as the hills” which can be compared to the pictures for
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further meaning. The gaze is well used as in pg 10 the gaze is used to
set up conflict or an argument between Uncle Frederick and grandma
and Lilly. On pg 24 Lilly’s gaze shows fascinations and excitement.
The illustrator uses light to show expression in the picture. The size
and proportion is also well used. Compared to the fish the whales look
enormous (Bryce’s written response).

Memo
In his initial written responses to Our Week Awash and also One Less Fish Bryce
appeared to be “scrounging” for a language for analysing pictures in order to go beyond
just the surface meanings. At best he was able to describe what was in the picture and
the moods and feelings of the characters. “As you can see in the top of the picture” ,
“The raging water is knee deep” (Writing analyses).
When comparing Bryce’s written responses over time during the project, it
soon becomes apparent that the technical language has assisted Bryce in
describing more of the specific meanings, and how participants are
positioned or are positioning others. However, it is also apparent that he has
dropped a little of his descriptive flair for language in preference for his new
found ability to analyse. The two really need to be combined for an effective
analysis of texts containing visuals.

Message
Student’s written response
This episode has been chosen to illustrate the student’s understanding of the
term message. Alice was able to come up with the message of the book The
Whales’ Song in her written response.
I think the book will get the message along to people who kill whales
for fun very well. The photos are nice because they look real so look
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after the whales otherwise they will disappear very quickly. I agree
with this because I love whales and I would hate (it) if they disappear
(Alice’s written response).

Memo
Alice appears to play the participant role of the reader/viewer as she analyses The
Whales’ Song and thinks about the issues involved. In the videos Alice appears to be
very involved in the lessons. She interacts, listens and becomes very animated in her
deliberations, as she grapples with analysing the pictures and getting to the message of
the book (e.g. au 497-538). She seems to do this by using her own world experience
and knowledge. The point of this episode seems to be stressing the fact that there is no
use analysing a picture using visual literacy terms unless they assist you in coming to
grips with the message of the text that you are viewing. It is only then that you can make
informed choices as to how you are to react or respond to the picture as a viewer/reader.

Written grammar
During the study of The Whales’ Song reference was often made to the grammatical
structures of sections of the written text. This was done where the teacher (researcher)
discerned a connection between the written linguistic structures and the visual grammar
of the visual texts. For this purpose the following categories describe the written
grammatical structures that were treated in The Whales’ Song.

Action verbs
Student/teacher interaction
The purpose of this episode is to show that the students identified action verbs
for the purposes of comparing the written with the visuals.
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C OK turn the page. What are the verbs or doing words in the written
text?
St breached
St climbing
St leapt jumped
Sts singing
St dancing jumping
C Do they match? What’s in the picture?
Alice Yes
Dan yes
St yes singing (au. 749-757).
The following discussion emanated from this:
C Is that what is happening in the picture?
Denis No way.
C So what does the print do to the picture?
St It explains it.
Vicky Whatever the grandmother is saying to
Susan It makes it like a story.
C Yes so it is filling in the speech isn’t it?
Bryce It makes it like a story but the picture is telling it over. Except
for Lily on her lap.
C Right So it’s adding more to the story.
Bryce Yeah (au. 487-96)

Memo
It seems that when you scaffold the students’ analysis of written text for
actions, participants or adverbials they are able to make connections with the
visual text and experience how meaning is constructed by a socio-semiotic
interaction between the two modes of meaning.
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Similes
Student/teacher interaction
The purpose of the next episode is to show how the students were given the
opportunity to experience the similes in the written text and how they enlarged
upon the meaning of the visual text.
Susan Peaceful As peaceful as the hills
C Yep, what’s another one please?
Group Wondrous, yes
(au. 393-396)

Relationship between the visual and written texts
Action verbs
Student teacher interaction
In the next episode the students are asked to identify the action verbs on pages 10-11
and see if they match what we see in the visual text. We find that they have a variety of
opinions about what the written text is doing for the visual text. Opinions vary from the
written text explaining what is happening in the visual, to it telling the story except for
Lilly sitting on Grandma’s knee.
~Students deliberate re words telling more details than
picture (pp. 10-11 au. 487-498).
Underlining the action verbs
“climbed”
“used to sit”
“‘d sit”
“‘ d see”
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“move”
“were dancing”
C Is that what is happening in the picture?
Denis No way.
C So what does the print do to the picture?
St It explains it.
Vicky Whatever the grandmother is saying to
Susan It makes it like a story.
C Yes so it is filling in the speech isn’t it?
Bryce It makes it like a story but the picture is telling it over.
Except for Lily on her lap.
C Right So its adding more to the story. (au 487-498).

Memo
So what we have here is that some students are beginning to see the difference in the
functioning of the written text and the visual and are beginning to be conscious of the
fact that there is an interaction between the two in the reader’s/viewer’s mind. There
seems to be some merit in taking one grammatical resource in either the visual or written
text such as the action verb, and analysing it, but then comparing that same text with the
other text on the next page, and commenting on the difference.

Similes
Student/teacher interaction
The purpose of this episode is to point out that a connection can be made between the
written and visual text using the grammatical feature of simile. The teacher modelled
how the whales were as large as mountains and leading them to discovering the
connection between the enormity of their size and the simile in the written text.
St the written text... and then they give a picture to match it.
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In the picture the whales are sort of a mountain shape.
C You are so right and it matches the simile in the written text, “as
large as mountains”.
“Blues as the sky” that’s a simile. Is that the same as in the picture?
Sts Yes (au. 1091-1099).

Memo
Again, we have another example of a grammatical feature being used to compare the
visual with the written. The sheer size of the whales in the visual matches the simile of
the written text. In this way we can use similes or metaphors to see if the visual text
supports the meaning construction of the written text or not.

Adverbial phrase
Student interaction
The following episode is similar to the previous two where a grammatical feature is
identified and directly compared with its representation in the visual. In this case it is
the incidence of adverbial phrases. Here Alice and Vicky ascertain that the adverbial
phrases of place and time, tell the story or describe it. Seeing time and place are
involved it seems to follow that there will be the progression of a story organised in
time.
Relating adverbial phrases of place and time to picture. St deliberating
relationship between the two, the “same”, “describing it”, Alice and V
these structures are telling the story, matching it (vi. 452-488).

Given/New
At other times we discussed the Given structure of the visual as being the left
hand side and the New as being the right hand side. We made links with the
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themes of the written text stating that what comes first in a sentence is usually
the most important feature of the sentence and may very well be the common
information between the reader and the viewer.
~LHS of p. 22 being the whales linked to what comes first in the
sentence (theme) (au. 695-722).
I discuss the Given in the picture as ‘her dreaming’ and the New as
what she is dreaming. This I match with the written text so that the
start of the sentences was “In her dreams” – a direct match to the
Given information in the pictures i.e. thematic structure.
~Bryce connecting what was New in both visual and written (au. 12631271).

Attitudinal angle
Student/teacher interaction
This episode shows how the teacher was able to point out that the Uncle was putting
Grandmother and Lilly in the position of feeling silly and how that this was matched by
the attitudinal language in the writing. The students were able to give words which
show Uncle Frederick’s attitude. They volunteered such words as “stomped”. “old
fool”, “daft” and “snapped”. Continuing on our analysis on pages 9 and 10, we
discussed the high angle of Frederick and how the effect of him looking down on the
others matched the attitudinal language of the written text.
C Who can give me a couple of words that show his attitude.
St stomped and old fool
St daft and snapped
C attitudinal lang. coming through clearly….
Sts high, and he is looking down. …
C It shows him looking down on Lily and the grandmother. ...He thinks they
are silly and stupid. The language of the written matches that - we have
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attitudinal words there. And so we have the written text and the visual text
saying the same thing (au. 975-977).
The facial expression of the profile of Uncle Frederick. Does that match his
attitude?
ST Yes
C It does. Look at the gaze of Lily and Grandmother.
St scared.
C That’s right. The are shocked. They are scared. Look at the eyeline between
Uncle F and Grandma. Draw t with your finger. They are looking into each
other’s eyes. Does that match the strong powerful attitude coming through in
the written text?
St Yep (au. 964-986).
Discussing facial expression, eye lines, and attitude as same as the attitudinal
language in the written text au. 979-988.

Memo
These episodes show that it is possible to make comparisons of how meaning and message are
constructed at a grammatical level. Students may or may not be able to “pick up” on these
conclusions without the grammar, but now they are on the way to being able to make these
comparisons in meaning between the visual and written texts and know by what means they are
constructed. They are on the road to being able to explain with some certainty why the meaning
of the visual is the same as the written text or why it isn’t.

Picture studies
Winston gave the students a list of terms that he felt were covered during our
visual literacy lessons he revised them with the class orally and then gave
them the opportunity to analyse chosen visuals from newspapers which he
had chosen, in pairs or threes, eventually writing up their findings as a small
one page written analysis. This was done using the response text type setting
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out. Each group was given the opportunity to orally present their findings to
the class and excerpts from the recorded presentations appear below under
specific categories. This shows the level to which the students were able to
talk about, deconstruct, and participate in constructing the message for the
viewer. The visuals have also been included for easier reference.

Eyeline, eye travel and reading paths
Strategies modelled reading/viewing
This critical episode has been included as an example of the students’
introduction to the use of the term ‘eyeline’. During the modelled reading
session the term eyeline was used in a response text which analysed a
newspaper picture on the Woodlands floods. It was topical at the time and
provided a common experience for all. Within the model response the
researcher used certain terms which he predicted would be used in the
analyses of the books to be studied. One such term was “eyeline”. The model
text was read and analysed by the students for its purpose, structure and
grammatical features. The photo of the floods was viewed and analysed for
the terms mentioned in the model response. The following quote comes from
the model text.
The rescuers and the rope form an eyeline to the house which looks
fairly large at the top of the picture. We all understand that there is a
house that is in great danger because it is flooded right up to its
window sills (model text).

Student interaction
The following quotes exemplify the use of the term ‘eye travel’ or ‘my eye
travels’. The students were analysing newspaper images in small groups and
gave an oral report on their analyses as well as a written response to their
picture.
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Denis 30.45 Susan: When you look at it your eyes go to his face and
travel up the arm (vi. 858; wk sample).
St - oral RTA Cyclist advertisement The eye travels from L to R. First
you see the bike wheels and how mangled it is, and then the man ?.
(au. 1727-1733. vi. 831).

Memo
Early in the study the term eyeline was used to demonstrate the need to follow with
your eyes any line which leads to the salient part of the picture. The term ‘eyeline’ was
inadvertently interchanged for the term ‘reading paths’. The context in which Kress and
van Leeuween (1996) use the term has to do with the direction a person or animal in the
picture is looking so that the viewer is the ‘Reacter’ and ‘what or who is being looked
at’ is the ‘Phenomena’. There were occasions in the research when the term ‘eyeline’
was used in the latter context. There is a need to clarify the use of the term later during
the Discussion chapter. However, ‘eyelines’, ‘reading paths’ or ‘where my eye travels’
were useful means of guiding the students into working out where their eye travels
and finishes, because this will probably be where the main meanings will be produced
and where images will leave the most lasting impression. Students found reading
paths easy to discuss and almost all of them wanted to share their own reading path.

Actions, vector
Strategies Modelled reading/viewing
This next episode also comes from the model response text used during
modelled reading. It models the use of the term ‘actions’ related to the
surging floods and the dramatic rescue. The term vector was also introduced,
and the effect of the diagonal line as well.
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There are many actions happening in the picture. As your eye follows
the rope from left to right, you see men grabbing the rope, a policemen
holding a woman in his arms, a rescuer grabbing the rope while trying
to steady the same woman, and another rescuer holding a small child
with his left arm.

The actions of the rescuers form a vector along the line of the rope in
a diagonal line giving the picture a sense of action and energy (model
text).
It was important to model an analysis of the text and how to respond to it in writing. The
model text was examined for its visual analysis of the Flood picture as well as its generic
structure and grammatical design. The next three categories are also taken from the
modelled reading lesson.

Student interaction
The following critical episode shows how students are able to work out the actions present in
a picture. Vicky and Alice have managed to tease out the different actions or transactions
represented in the picture displaying Olympic clothes.
V, A: They’re trying to promote Olympic clothes children across the
world have made (actions). The best of a hundred get the art designs on
towels and post-cards. They are using children (which) makes the
Olympic Scene new and young and exciting (au. 1708-15).

Memo
What they are showing here is that they can identify the actions within a picture and
what is represented to the viewer. It appears that these students understand the visual
equivalent of the action verb.
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Salience
Strategies eyes closed/ Strategies modelled reading/viewing
Discerning what was salient helped focus the viewer on the main feature,
often explaining why the feature is salient in comparison to the rest of what
was represented. Salience was a term used in the model text. One strategy was
to close your eyes and opening them to see what you notice first or where your
eye comes to rest au. 189
The salient part of the top picture is the man almost losing his
balance with a vector formed between his left hand holding the rope
and the woman he is trying to keep steady (model text).
The next episode also comes from the text used to model writing responses.

Direction
Strategies modelled reading/viewing
This next episode has the purpose of showing that the term direction is necessary to
understand what is happening in the Illawarra Flood Picture. It emphasised how
diametrically opposed the directions of the flood and rescuers were.
The rescuers are moving with the direction of the flood but bringing
the rescued out in the opposite direction (model text).

Student interaction
Diagonal lines were used in analysing picture just as they were used in the previous two
books. This episode actually shows how the students were able to identify the use of
diagonal lines in the boxing picture and link it to the movement in the boxing match.
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Girls - Boxing picture Mohamed Ali
Movement by diagonal lines (vi. 840-848; au. 1741-1748; wk sample).

Memo
The last three categories above seem to show that having a language to talk about the
visible aspects of the picture is so important. Direction may be an everyday term but
using the term analytically and showing the effects of the diagonal kind of direction is
different to taking about what is happening in the picture in an intuitive way.

Facial expression
Student interaction
This series of critical episodes introduces the students’ use of the term facial expression.
Although it is associated with gaze it is more akin to body language. The students’
teacher provided small groups of students with newspaper images to analyse and
respond to. He did a revision of the terms already treated and allowed the groups time to
collaboratively discuss and analyse their particular picture. Here we see some of the
groups using the term facial expression.
Girls - Boxing picture Mohamed Ali
Facial expressions: violet and anger. (vi. 840-848; au. 1741-1748; wk
sample)
St RTA Cyclist advertisement This picture is telling you to be cautious
when you.....Bike -- serious injuries. By the look on his face it seems
as though he is in a lot of pain (au. 1727-1733. vi. 831; wk sample)
Bryce The cricketer Facial expression: The batter’s expression is
depressed because he just got out (wk sample).
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“The faces are glad” (Denis written response).

Memo
This particular resource of facial expression was not discussed much in the other books,
but it seemed to be the obvious thing they noticed in these visuals. They were picking up
on the meaning projected by the picture though the facial expressions. After having
listened to them describe the facial expressions, it seems that their own experience with
interpersonal relationships would have given them a repertoire of facial expressions
from which to choose their own particular ways to respond to the look’s on the
characters’ faces.

Attitudinal angle
Student interaction.
The following episodes have the purpose of illustrating the use of the visual
grammatical resource of attitudinal angle. Again, the students were introduced
to the group exercise of analysing the media pictures and the groups then
constructed the messages of the pictures and analysed what visual grammar
contributed to this construction. Here the aural, video and work sample data
reveals how the students connect the angle with descriptive meanings
concerning the main character .
Girls - Boxing picture Mohamed Ali
Ali is put up high to make him look bigger and more fierce (vi. 840-848; au.
1741-1748).
Two students: RTA Cyclist advertisement He is showing his pain and
he is showing it personally. We are looking on with a birds eye view to
show how much pain you can go through if you are not too careful (au.
1727-1733; vi. 831).
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Memo
The students would have had a variety of attitudinal angles to choose from to
interpret these visuals. One has used the high attitudinal angle while the other has
used the bird’s eye view, and both associated this with specific meanings. It is apparent
that through their work with One less fish and the Whales Song’ the students were
exposed to a variety of attitudinal angles and were able to apply what they knew to these
media texts.

Centrality

Student written response
The purpose of these two episodes is to show how the students have used the idea of
centrality.
Bryce The cricketer: Centrality The batter (Alex Stuart) is fixed in
the centre and you cannot see anything else (wk sample).
The lady is central which make you focus on her. The dome
framing makes you concentrate on the whole picture (Tammy’s
group’s written response)..
NATIONAL TREASURE AD Elsa Atkin’s Edwardian rogue.

Memo
It is interesting to see how that in both quotes, we have a focus on the participant in the
picture which is central, either because there is nothing else to look at or we are meant
to focus on “her.” It is apparent that the students involved here realise the purpose of
345

making something central in a picture and that their analysis goes beyond labelling
something as central.

Shot
Student interaction
The purpose of each of the following episodes is to show how the students were able to
analyse how interpersonal relationships were constructed.
Girls - Boxing picture Mohamed Ali
Close up shot to show the pain (vi. 840-848; au. 1741-1748).
Girl Picture of a house Tempo It is a medium shot as we don’t know
much about her (au. 1679-1690; Tammy’s written response).
Two students RTA Cyclist advertisement This is a mid-shot. It is not
too far away, and it is not too close either. He is showing his pain and
he is showing it personally. …This picture seems to be about a boy and
what could happen in the picture (au. 1727-1733). Mid shot, bird’s
eye view showing how much pain if you are not careful (vi. 831).

Memo
It seems that these students identified the kind of shots being used in the photographs
and constructed from the context the reasons or effects the photographer wished to
convey to the viewers.

Gaze: offer/demand, information, goods and services
Strategies focused viewing
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Winston and the researcher found that we needed to focus our viewing. Winston said
that, “You probably have to break things down like looking at one double page (au. Int.
1967-1969). Here in the following episode the students were asked to analyse the gaze
of characters in one advertisement from the newspaper. It was one of many pictures of
the varying uses of gaze. These were shown to the students while the researcher
modelled analysing the particular kinds of gaze as represented in the visuals. The
students were then were able to “pick up” terminology to describe the various kinds of
gaze – whether of not the gaze was an offer or a demand; and whether or not it was for
information or goods and services.
ADVERTISEMENT FOR TEENAGE CLOTHES – TWO MODELS POSE USING
“COOL MANNERISMS” – GAZE SAYS IT ALL
St Discussing what to write in the missing part of the sheet.
29.13
C Gaze - to get a certain message across in the magazine (F gr sts all looking
at my large picture or their smaller version). This girl here (Colin motioning)
standing to show her clothes off looking directly at you and is she demanding
something or is she offering something?
Alice Offering
F gr demanding, offering, ….
29.35
C Offering what?
St Jeans (giggle) vi 549-558
…
C Offering you what? She is offering you her clothes as you go by right?
Alice Selling
C In one way she is offering her clothes to look at in another way.
Yes Alice is right. She is demanding that you come and buy them. This is very
powerful to people. This is the way they sell clothes to the young people.
(Colin using prop as a centre of attention. Sts all engaged looking) 30.09 vi.
560-65
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Memo
When the students are directed to look at a stimulus picture which illustrates a visual
grammatical term, or a range of visuals showing variations in the use of one term, it
appears that the attention and learning is far more intensive than just analysing many
aspects in a picture book. Sets of pictures which illustrate the different applications of
one visual term, could be a useful way of modelling certain visual literacy grammatical
resources. For instance various gazes, close to extremely long shots, different colour
saturations and hues, and different attitudinal angles.

Student interaction
The purpose of the next series of critical episodes is to show how the acquired
knowledge about gaze and its various forms was applied to newspaper
photographs. Again each group was responsible for analysing the pictures and
presenting an oral and written response to the visual text.
In the first one their analysis interpreted Mohamed’s facial expression as more
of a demand. In the second episode Denis’s interpretation was more
discerning because he was able to assume that there was a crowd somewhere
‘out there’ as potential viewers. He was able to create a shift in the demand
from the viewer to the crowd. This seems to be quite an elaborate
interpretation. In the third episode one would usually associate an offer as a
‘side on’ view of the participant. They are usually presented this way so that
the viewer can consider them as information to be contemplated. However in
this picture we have eye contact made with you the viewer and her smile can
be interpreted as demanding that you agree with her, that this is indeed a
beautiful house. However, this student has interpreted the picture, as having
the lady giving you a warm friendly smile. This in turn offers you the
opportunity to enter into the picture and enjoy the comfort and beauty of the
Edwardian life style. It is an offer rather than a demand.

Girls - Boxing picture Mohamed Ali
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Their faces are demanding that you look at this picture and that you
read about it (vi. 840-848; au. 1741-1748).
Denis Kieren Perkins Picture 30.45 He is demanding attention from
the crowds and not us because he is not looking at us. (vi. 858; Denis’s
written response).
Girl Picture of a house The purpose of this piece is to show you how
beautiful the house is. The picture is set among the gumtrees. The lady
is looking at you and offering information. (au. 1679-1690; Tammy’s
written response).

Bryce The cricketer His gaze is straight down showing disappointment
(wk sample).

Memo
These episodes are cases in point for the premise that no student interpretations
should be dismissed as not having any value. Their insights into the viewing process
can often be surprising and often very sophisticated and they tend to pick up on things
which the teacher may completely overlook or dismiss.

Colour, tone and saturation
Student interaction
The next critical episode shows Winston having a revision lesson on terminology just
prior to the group picture lesson. It is here because it shows the students beginning to
understand and realise the different characteristics of colour. Winston presents to them
the terms coolness and colour saturation and it engenders some discussion about what
cool colours and low colour saturation mean. Winston does most o f the explaining,
with some students elaborating on the conversation.
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W Coolness, or coldness?
Sam blue greenish colours purple.
W And another thing about colour is saturation. 21.42.
F Gr kids fairly attentive especially Denis and Alice.
W What colour saturation is.
St ...there is a lot of colour.
W Yeah If something is very bright red or a very strong colour?
Susan If you are doing all different colours, and you want this one to
stand out, you are looking around (turns her head), and your eyes just
stop at that one bright colour.
W Yes an advertisement might draw your attention perhaps. 22.16
When might you use low colour saturation?
St When they are selling fans.
W Fans - that might be when they use blues and greens the cooler
colours perhaps.
St to make something seem sad.
W Ah right to give that sad, dismal unhappy appearance.
Bryce if you want it to stand out you would put in the centre.
W Yes put it in the centre. ( vi. 724-785).

Student interaction
Denis 30.45 Kieren Perkins Picture Susan: pic has low sat. (vi. 858;
wk sample).
Denis 30.45 Kieren Perkins Picture Susan: Background is even lower
saturation. (vi. 858; wk sample).
Denis 30.45 Kieren Perkins Picture Susan: His yellow cap has high
saturation (vi. 858; wk sample).
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Girl Picture of a house The purpose of this piece is to show you how
beautiful the house is. The picture is set among the gumtrees. The lady
is looking at you and offering information. The colour saturation is
very warm and makes you feel welcome. W Yes you didn’t mention
colour saturation just the colour being warm. (au. 1679-1690
Tammy’s groups’ written response).

Two students RTA Cyclist advertisement Black and white shows you
that it happened in the past, but that does not mean it won’t happen
again (au. 1727-1733; vi. 831).

Memo
In these critical episodes the students are mixing up colour saturation with colour hue.
This is merely a mix up in terminology. The fact that they have identified the visual
grammatical resource being utilised is the important thing. Denis and Susan’s analysis
tends to be at the decoding level while the other two analyses make a definite
connection with the intended messages the photographers may have wanted to
convey.
The third analysis is interesting because it uses a reference to the past as well as the
future. It is almost as if this is the visual’s way of presenting a non-finite happening –
something which cannot be anchored down in time. This last series of episodes shows
again that students are capable of making quite sophisticated connections with what
they identify in their pictures.

Background
Student interaction
The students made numerous references to background and few references
about foreground. They used the terms always as an organisational construct to
isolate one portion of the picture from the other. Here the purpose of Denis and
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Susan’s use of the term, was to highlight Perkins as the main feature of the
photo. They wanted to show how he stood out against the background.
Denis 30.45 Susan Kieren Perkins picture: The background is blurred
so you can concentrate on the main picture which is him (au. 17521755; Denis and Susan’s written response).

Memo
It is interesting to observe here that Denis and Susan are using a term from the
framework at the whole text level for the purposes of analysing how visual texts are
created (the textual metafunction). Having done that it seems that they felt free to move
in and out of the other metafunctions – showing how ideas (ideational) and
interpersonal relationships (interpersonal) are set up. In this example Denis and Susan
first use the textual metafunction when they refer to the blurred background
surrounding Kieran Perkins and then they use the interpersonal metafunction as they
talk about the “warm saturation” of his arm, the “high saturation” for his cap, and the
one who “is looking away from us. He is demanding attention from the crowd. His
message is that he made it to the end.” They end with interpersonal concepts of facials
(are glared) and the “close-up shot”.

Frame
Student interaction
The purpose of these next two episodes is to show how the students were able
to use the term frame for specific purposes. They have explained what the
framework did - it captures the scenery or makes you concentrate on the whole
picture.

Girl Picture of a house Tempo The framework has captured the
beautiful scenery. The lady is ? which make you focus on her. The
dome framing makes you concentrate on the whole picture. ……
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Winston I like the way you talked about framing there. And I can see
the window frame. It’s such a beautiful bush setting outside. Can
anyone else see another frame which is in there as well.
St ...its like an arch.
W You’ve got that archway which is a feature of that particular style
of house which creates another frame (au. 1679-1690; Tammy’s
group’s written response).
St RTA Cyclist advertisement There’s not really much framing except
for the white lines on the road. This picture seems to be about a boy
and what could happen in the picture (au. 1727-33; vi. 831).

Memo
Here the students gave oral analyses of picture containing frames. They used
the term frame as though it was the hidden participant within the picture
making you concentrate on certain features. The teacher also entered in on the
deliberations and ‘wonder’ of the features of picture design. The last episode
emphasises that there could very well be a case for using the concepts of visual
grammar negatively – that when certain visual resources are missing, what
effect does this have on the picture? Framing need not be in the picture - and
this also begs the difference: that your attention if directed towards somebody
or something by some other grammatical means.

Actions / analytical process / classificational processes / symbolic
process
Student interaction
The purpose of this episode is to exemplify the use of the visual concept of
symbolism. While this episode shows a distinct lack of terminology, when you
examine the episode it becomes clear that the students involved had identified
certain processes within the visual. They identified:
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1. what they were doing with the picture, showing actions
2. the different people classified and yet combined to make the Olympics
3. the part/whole aspect where the parts were all wearing the same boxer shorts with
the same colours and when combined symbolise the Olympic spirit
4. the attributes of the participants as being new, young and exciting.
V, A: They’re trying to promote Olympic clothes children across the
world have made (actions)?????. The best of a hundred get the art
designs on towels and post-cards. They are using children (which)
makes the Olympic Scene new and young and exciting (analytical
process: whole - attributes). It is good that children are getting into
the spirit. …….. In the picture there is affection (analytical process:
presenting a feeling to the viewer), ....a headlock (narrative process)
and Kylie has got his head on the guy. That’s what the Olympics do for
all countries. They all combine to make one Olympic games different
types combine to make one (classificational process: many types
combine to make one) and they have all got the same colours
(classificational process: all wearing the same colour) which
represents the Olympics (symbolic process: relating colours to the
Olympics) and they have the same boxer shorts on (classificational
process: all wearing Olympic shorts) and it is showing us that we are
all the same (au 1711-1717; Student work sample).

Memo
What they are showing here is that they can identify the actions within a picture and
what is related to the viewer. So what we have is the visual equivalent of the action
verb and the visual equivalent of the relational verb within a picture.
It appears that their experience in analysing texts in class gave them the background for
doing such an in-depth analysis of the Olympic clothes promotion picture. This critical
episode goes to show that the teacher and students may not need to use highly
technical terms in their analyses of texts containing visuals. In fact if the teacher is
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aware of the analytical purposes of the terms posited in parentheses (analytical
processes, classificational process, and a symbolic processes worthwhile findings could
be elicited using quite detailed analyses. The technicality of such terms as ‘covert
taxonomic classificational processes’ would not only dissuade teachers and students
from utilising visual literacy, it would also be nigh impossible to balance the highly
sophisticated and semiotically abstract nature of such terms with what the analyses
actually mean and are supposed to yield in terms of a critical analysis of the text.

Classification process
Student’s written response
Here we have a classification process recognised though not labelled as such. There are
different people set in an array, a straight line, with a common factor. That is they all
wear the same tie and wear similar boxer shorts. This shows that even though they are
classified as different people they are one by virtue of their ties and shorts.
“That’s what the Olympics do with all the countrys, We al
combined to make one big game. And they all got the same colours
as the Olympic colours. And they have the same boxers on And it is
showing us that we are all the same”(Vicky’s and Alice’s written
response).

Memo
These functional terms (similar to the terms used by Kress and van Leeuwen, 1996)
were not taught but the concepts were made explicit at some stage in the project. Here
Vicky and Alice pick up on unity of the classification process and use it to stress the
feeling of oneness propagated by the Olympic Games.
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Given and New
Strategies analyse a single picture or painting
Student interaction
Where revision was necessary of the terms used and how one approaches analysing a
picture, a rest was taken from analysing a picture book right through, and students were
allowed to view and critically analyse cut out pictures from newspapers. This not only
provided a variety in material and interest, but also helped to focus the analysis and use
of terminology to the critical concerns and issues related to just one visual rather than a
whole series. When the students were given the opportunity to analyse their own visual
in groups they were quite involved in their reconstruction of the ‘story’ or message the
picture of advertisement had to offer. A sense of ownership was evident in the video.
One of the grammatical resources one group picked up on was the Given and the New.
Girls - Boxing picture Mohamed Ali. On RH is the Given about M Ali
and on the LH is the New information. Their faces are demanding that
you look at this picture and that you read about it.

C: Fantastic!

vi. 840-848/au. 1741-1748.

Memo
This particular episode shows the students deliberating about what is the Given
information (Ali) and what is the New (Joe Frazer). They chose to go against convention
and chose the RHS (Mohamed Ali) as the Given because we all know about him and Joe
Frazer is the new information
Unfortunately in this episode, the students seemed to only get as far as labelling
participants in the picture as the Given information and the New information. Few seem
to go on in their explication of the message and say that the New is what the
author/illustrator is trying to project as the message or that the Given is the shared
meaning between the reader/viewer and the illustrator/author. However here the students
seem to identify the Given and the New and then include gaze in their analysis. That is
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the Given and New feature their gaze as one of demand (semiotic interdependence).
Theme/Rheme and Given/New grammatical structures are complex ideas to process
especially when analysing a piece of visual as well as a written text. However it is worth
pursuing even as a unit of work in itself because the benefits in pursuing this kind of
analysis would be beneficial to the students in their understanding of grammatical
structure and how it operates to produce and influence meaning. What is in the Given
position and what is in the New position within visual texts, will have tremendous
impact on what it is you want the viewer to take notice of and what unfamiliar
information you wish to pass on to them.

Meronym
Student interaction
The purpose of this critical episode is to identify the occasions in which the semiotic
term ‘meronym’ was used and the reasons for using the term. To fully appreciate the
operation of the ‘meronym’ the viewer must be aware of his or her own world
background, knowledge and experience which they bring to the picture. A meronym
operates by standing in for the ‘whole’.
C We also said last time that the vase of flowers was stood for
everything about a grandmother’s house. It is a meronym of her
lifestyle. The sort of thing you would expect to see in a grandmother’s
house - a vase of flowers. Indeed the vine on the LHS of the window is
probably a meronym for a grandma’s garden. …
C When we see a crown what do you immediately think of?
St queen St royalty(au. 1189-1200; vi. 267).
C So the pearls are a meronym for?
Sts getting old (au. 1390-1392).
C…, what is the shell a meronym of?
Vicky the sea (au 1241-1244).
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Memo
The students understood the concept of a meronym quite well. It was useful for
helping them identify what happens semiotically in their minds when they see an
object that represents a whole world of related experience. Just as the crown represented
royalty, the pearls in the students’ minds represented what the students knew of their
grandmothers, provided they had come across the ‘pearls’ phenomenon before.

The relationship between visual and written texts
Category gaze, message
Student interaction
With the media pictures the students were able to make quite intricate connections
between the visual and written stimuli . In the first quote the students see the boxers as
demanding that we the reader/viewer access the written text to find out about the fight.
In other words they used the grammatical resource of ‘gaze’ to force the viewer to
“connect” with the written message.
The second episode is interesting because the Alice and Vicky were able to “mesh”
together the various messages the visual and written texts were providing as a kind of
Kaleidoscope.
Fraser. Mohamed Ali’s gaze is to Joe Fraser’s arms. But Joe Fraser’s
gaze is to us. On the RHS is the Given information about Mohamed Ali
and the left is the New information. Their faces are demanding that
you look at this picture and you read about it. (au. 2953-55).
Written text (Alice and Vicky) They are trying to promote Olympic
clothes that children across the world can have made. That the best of
a hundred get their art designs on towels, mugs, boxers – as these
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guys are modelling here……………they also have Heather Turland a
Commonwealth Games marathon winner (written analysis of picture
“On a Winner”; au. 2918-21).

Memo
These two episodes portray the students ability to postulate the visual and
written connection. The strategies they used to establish this connection seem
to be using the interpersonal resource of gaze where the viewer enters into the
demand of the main characters ‘that they read the writing’. The other strategy
the two girls used was a kind of kaleidoscope arrangement of piecing together
the different meanings and relationships the two textual modes set in place.

The Language for Viewing - Terminology
What Visual Language did the teachers Use?
To answer the research question 3a related to this heading three things become
apparent.
Firstly, what has been discussed and exemplified in great detail in the critical
episodes of teacher/ student interaction certainly provides the kind of language
the teachers used when supporting this class in the visual literacy of the
publications and materials used. Many of the terms from the framework were
used with varying degrees of viewing practice, some terms were used to
merely decode or deconstruct the visual in question. Others were used to
participate in the construction of meaning with what the author/illustrator had
provided. Others as the text user – using the visual to analyse and construct a
certain reading or viewing of the text. And finally the analytical practice
whereby participants analyse a visual and not only construct a message and
meaning, but respond or evaluate it in some way. One way is a “negotiated
reading” and other way is a “subversive viewing”.
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Secondly, the language the teacher used would involve the kind of questioning
the teacher used to elicit analytical responses from the students. What is the
nature of the questions which do that?
If we recap on the kinds of questions used in the different teacher student interactions it
may be that there were those kind of questions which are preferable for the teaching of
visual literacy. Sample questions used are as follows:
Whose opinion is in the book? au. 81
Do you think they (the authors) are echoing the same change in
attitude of the drillers? au. 86
Whose interests are being served here? St The greenies people au.
116.
Who interests are being ignored or misrepresented? St the fishermen
and their jobs au. 121, 153 (the oilman).
Is that your opinion, send the trawlers to the reef? au. 128.
Is the reader encouraged to approve or disapprove? St approve pp.
163, 170. vi. 606
What effect does the yellow have on the fish? Sts bright, long, stripy,
happy au. 278-79.
What is the significance of the contours of the sand? What do the
contours remind you of? au. 318
What is the message …? tr 339
What’s the main message here? Au. 824
What is the purpose of the long shot? Why didn’t they give you a close
shot? D Because then you wouldn’t fit everybody in and it looks better
au. 838.
What is the effect of the light angled in that direction onto their faces?
vi. 287-303
What is the purpose of the close-up here? St: to show conflict D: It
shows on their faces au. 871-873.
What effect does the close shot of the whales have on us? St That they
are friendly au. 1333.
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Worksheets
Whose interests are being served? Whose interests are being ignored
or misrepresented?
Vicky and rest: conservationist, fishermen, divers.
What practices are valued? Is the reader encouraged to approve or
disapprove? Vicky The book is valuing the reef. Approve p. 5.
Notice the direction of the fish. What is the effect? Vicky writes, “They
are all scattered around the page because they are crazy and wanting
more of Kevin’s food” p. 5, au. 269.
The above questions direct the students to the places where we aim to take them. That is
to be able to establish who’s and what values and beliefs are shown in the book. And
are you being asked to agree or disagree? And what visual literacy resources construct
these messages? What is their effect on the viewer? As well as having questions that
will take the students to this critical territory, we need to have questions that connect
critical literacy and visual literacy terminology. In other words “What is the effect of the
framing in that picture? How does the high attitudinal angle of this person affect you the
viewer?
Asking questions like “What practices are valued?” also has them scrounging for what
the writer is saying, maybe through his/her use of modality or the attitudinal lexis, and
for what the illustrator has produced. In what ways are these values highlighted –
colour, size, position, angle Given and New etc.
Thirdly the language itself – what terms were used and for what purposes by the
teacher. This will also influence the composition of the final framework that will be
one of the products of this case study. The entries below have been categorized
according to which practice of the viewer was being used in the context of the term (i.e.
#analytical ~semantic %utility ^critical).

Summary of teacher terms - Winston and Colin as follows:
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Visual terms

Written terms

Critical literacy terms

Persons, objects, animals, who?

#action verbs au. 350 (Wk Sh)

Revising terms and questions:

what? # ~ (au. 8-10)

#attitude word au. 34, 46

(vi. 716-792)…>

#eye travel au. 177

#attitudinal word fortunately vi.

The illustrator’s purpose (W)

#changed direction au. 179 (Wk

583-584 (Wk Sh)

(Wk Sh)

Sh)

#modal verb au. 355. St picks

Whose opinion au. 81 (Wk Sh)

~salient au. 178-181

up on this with an example

change in attitude au. 86 (Wk

#framed off D: by the fish au.

“cannot break down” au. 353.

Sh) Int. au. 1987

183-4, 192-210

(Wk Sh)

Whose interests au. 116. (Wh

^ C frames vi. 627-634.

~similes au.399-400

Sh)

~shape the same?. St They’re

^technical language of a

significance au. 318 (Wk Sh)

all round Dr They all go

scientist positioning reader into

What is the message …? tr 339

together

the novice role vi. 16

What’s the main message here?

Alice camouflaged au. 222-227.

#action verbs au. 479.

Au. 824

~shape and colour: (motioning

~a phrase of words telling you

Characters (Wk Sh)

round) bright similar St They’re

where au. 504

Theme (W) vi. 716-792

all different so they stand out St

~#an adverbial phrase telling

Topic (W) vi. 716-792

They all go together. vi. 641-

when au. 512 how frequently

Setting (W) vi. 716-792 Int. au.

677C

au. 515 vi. 431-454

1987

#shape of the moon au. 725

#verbs au. 747

C message

Shape (w) vi. 716-792 (Wk Sh)

#contour au. 903

Synopsis (Wk Sh

Int au. 1986

#similes au. 1096

what practices are valued vi.

#size tr: 456, 474, 1171 vi. 238

#do-er done-to au. 1222

600-606.

Int. au. 1987

^exaggerating (hyperbole) vi.

Who interests au. 121, 153

Size (W) vi. 716-792

507

Opinion au. 128.

~in proportion to whale au. 459, C Technical language au. 1816

approve or disapprove? vi. 606

474, vi. 417-430

Do-er done-to Int. au. 1987

effect au. 278-79.

~contrast au. 454

Noun groups Int. au. 1987

The setting

#contrast au. 668

Modality Int. au. 1987

Where is it?

535, 551-576

When it is happening? the

~line? Au. 231. D, V and Sts

~Explaining

people, events

interpret this as diagonal

demanding and

Places

motion. au. 232-236. vi (Wk

offering information

Who? Doing What? Where?

Sh). Int. au 1987

or goods and

(Wk Sh Int. 1987) How?

Lines and how lines are clues

services. Related to

Objects

(W) vi. 716-792Colin

gaze au. 931-934.

How they relate to each other
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Contours (W) vi. 716-792

^intertextuality explained in

Relationship (Wk Sh)

Contours au. 318

simple terms – Uncle Sam

682, 1470

explains diagonal – movement

poster = Olympics poster vi.

~Given information, new

676-681

540-546.

information au. 1073-74

diagonal directions au. 1002-

#Where is her gaze? tr 676.

~On the LHS RHS is something

1012

C the expression? tr 1173-1177.

new. au. 1450-51.

#diagonal lines au. 686

#camera angle au. 628

~LHS + the first thing in the

#C diagonal direction – motion

au. 622-637.

sentence (theme) au. 696-722

and impetus au. 1807.

#angular diagonal direction au.

~New New and the connection

~What is the effect of the

988

to wtn au. 1260-1271

vertical line here? Au. 1214.

#high attitudinal angle au. 972

#vector of the whale jumping

#direction au. 269

~What is the message of the

(curved) au. 729

~salient au. 241. (Wh sh)

high angle ..? au. 921

#vectors au. 1415-16. Int. au.

Salient (L: the thing that stands

central) in so that we know

1987

out the most) (W) vi. 716-792

what she is thinking (Alice)

vectors au. 1231.

~C What colours? Au. 252...

C high angle with them looking

#what is “central”? au. 734

#colour saturation au. 281, 284

down at you? Au. 921-923.

central) Au. 921-923.

vi. 19 Int. au. 1987

Diff angles Int. au. 1988

#Winston noun group au. 943

#colour saturation – low, high

#direction au. 1498 Int.. au.

adjectives au. 951

colour saturation? (W) vi. 716-

1986

~Colin attitudinal language au.

792

#dark au. 668

969

Colour saturation (St: there is a

#~eyelines au. 580, 593

~framing – verticals and

lot of colour) (W) vi. 716-792

~Where does your eyeline go?

horizontals au. 1002-1012 (Wk

~colour hue C: au. 1600-1605.

au.1488.

Sh)

Int. au. 1987

#Eyeline between Lilly and her

~W framing got smaller au.

~W lighter hues au. 1963

Grandmother: draw with your

(Int) 1962.

Coolness (W) vi. 716-792

finger, also a vector au. 1408.

C frames here? What is the

Au. 1052-1053.

#~come to rest au. 585

message behind the frames? vi.

Colours – warm (W) vi. 716-

#reading paths au. 685

627-634.

792 (Wk Sh)

~reading paths au. 1042

C framing au. 1231.

~W (Int) bright colours au 1961

vi. 524-527

~movement right-left unsettling

~little colour saturation, highly

eye travel (Wk Sh)

~St and D the curved motion au.

colour saturated vi. 58

On the right is usually the New

436-438.

Colour saturation – making the

(W) vi. 716-792

left-right au. 1023-1025.

fish stand out au. 277-289.

Known or Given information

~a vase a meronym for her

~low saturated – sepia, old

(W) vi. 716-792

lifestyle au. 1190
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fashioned photographs vi. 64-65

#LHS, Given or known

~A crown is a meronym au.

#colour description –

information au. 680, 695, 1464

1199. vi. 267

bright/dull, happy/sad,

~W eye movement from L to R

~meronyms for Grandma’s

warm/cool, light/dark. Vi. 50-54 from Given to New au. (Int)

place au. 1578.

Int. au 1987

1964.

~The pearls are a meronym for

tone Int au. 1987

#RHS, New information au.

St getting old au. 1392..

#light au. 668, 738

Cropping int. au. 1986

~the shell - meronym au. 1433.

~effect of light shining on faces

Foreground background Int au.

Relationship au. 1237-39, 1418-

– warm, it’s actually come true

1986

1432.

vi. 278-303.

~can any one find a medium

~C effect of the light angle on

shot in the book? #Sts finding a

faces au. 16143-1633.

medium shot (all

lighting up Lilly’s gaze au. 735746.
~gaze au. 552, 1360. Int. au.
1988
Gaze and how they relate to the
meaning as well (W) vi. 716792
~gaze au. 761#offering
demanding au. 59 vi. 532,
looking) au. 1337 vi. 240.
#extreme long shot au. 1522
#a close shot au. 1528
Close shots (W) vi. 716-792
close shot au. 1333.
close-up here au. 871-873.
~W close-up images au (Int)
1963.
#a long shot au. 1516
Long shots (W) vi. 716-792
long shot? au. 838.
Medium shots (W) vi. 716-792
~St a bird’s eye view au. 13411345.
~bird’s eye effective? (on WHS
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girl’s pic)
D: shows a close-up and a
bird’s eye view vi. 242-255
^exaggerating
(hyperbole) vi. 507
au. 561-570.
Social distance Int. au. 1988
C The body language Au. 164061 Int. au. 1988
~main message au. 824
au. 834
~the expression? au. 1174
#distance
contour (Wk Sh)
centrality vi.311 Int. au. 1988
W the front page first.18.23
Visual terms

Written terms

Critical literacy terms

Persons, objects, animals, who?

#action verbs

The illustrator’s purpose

what?

#attitude word

Whose opinion

#eye travel

#attitudinal word

change in attitude

#changed direction

#modal verb ~similes

Whose interests

~salient

^technical language

significance

#framed off

~a phrase of words telling you

What is the message?

^ frames

where

Characters

~shape round together

~#an adverbial phrase telling

Theme

camouflaged

when how frequently

Topic

~shape and colour: bright

#similes

Setting

similar go together.

#do-er done-to

Synopsis

#shape

^exaggerating (hyperbole)

practices valued

#size

Noun groups

Who interests

~in proportion.

Modality

Opinion

~contrast

~ demanding and

approve or disapprove?

#contrast

offering information

Effect

~line? diagonal motion

or goods and

The setting

Contours

services..

Where is it?

explains diagonal – movement

^intertextuality

When it is happening? the
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diagonal directions

expression?

people, events

#diagonal lines

#camera angle

Places

#diagonal direction motion and

#angular diagonal direction

Who? Doing What? Where?

impetus.

#high attitudinal angle

How?

Visual terms continued vertical

central

Objects

#direction

C high angle with them looking

How they relate to each other

~salient

down at you

Relationship

Salient stands out the most

Diff angles

~Given information, new

~C What colours

#direction

information

#colour saturation

#dark

~LHS RHS

low, high

#~eyelines

~LHS + the first thing in the

~colour hue

#~come to rest

sentence (theme)

~lighter hues

~reading paths

~New New and the connection

Coolness

eye travel

to wtn

warm ~ bright colours

New

#vector

highly colour saturated

Known or Given information

(curved)

~low saturated – sepia

#LHS Given or known

# “central”

#colour description –

~ eye movement from L to R

# noun group

bright/dull, happy/sad,

from Given to New #RHS,

adjectives

warm/cool, light/dark.

Cropping

~ attitudinal language

tone

Foreground background

~framing – verticals and

#light

~gaze #offering demanding

horizontals

~effect of light shining

#extreme long shot

frames

~ effect of the light angle on

#close shot

~movement right-left

faces.

close-up

~ curved motion

~gaze

#a long shot

left-right

Social distance

long shot?

~ meronym

C The body language

Medium shots

~ a medium shot

~main message

~ bird’s eye view

~the expression?

~bird’s eye effective?

#distance

^exaggerating (hyperbole)

contour
centrality
front page
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What Visual Language did the Students Use?
This question will be considered as two separate entities – the oral language
the students used and the written language. The two are obviously
interrelated, but for ease of analysis it has been done in this manner.

How did the use of the framework language relate to the students’
oral analyses of texts containing visuals?
Again what we established in the critical episodes applies here and was largely based upon
stretches of student, as well as teacher, oral and critical analysis. But before we leave the
student’s oral analysis of texts containing visuals, we need to understand what was revealed
by the pre and post interviews with the focus group of students.
The pre and post interviews
The change in the language the students used to analyse pictures as revealed by the pre
and post interviews is significant to the intent of this project. For instance when asked,
“Tell me about how you find the meanings in pictures?”, during the pre-interview Denis
said, “I read the stuff first, or if you read the information about the picture you will
know what the picture is meaning about. Because the meaning is written there. During
the post interview he says, “The text doesn’t always match the picture. Sometimes it is
different – but most of the time it does match the picture. In children’s books” (au. Int.
2246). Shortly after this he volunteers some technical know how in analysing the page
that Alice had just commented on.
“A His arched over he looked like it gave him more power over the
other two.
D And the angles they were looking at, was making it look like he was
on to of everything, and the beams, the rafters were in line as a the
same gaze as he was looking at to Lilly and his grandma.
C great It accentuates the power (au. Int. 2265-2268).
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As it is true of all qualitative research you search for negative examples within a case
study. There was one girl in the focus group who didn’t seem to volunteer too much. In
fact during the interview her responses to this particular question remained static. “Well
you just read the story……….and the pictures – just looking – looking at them and
seeing what they are like” (au. Int. 2063-2064). In the post-interview she said, “You read
the book” (au. Int. 2235).
However, otherwise the students responses to that particular question indicate that the
introduction of the language of the framework made a difference on their oral ability to
talk about and analyse pictures. Generally speaking the responses to the question, “Tell
me how you find out the meanings in pictures?” were of a general perceptive nature.
They seemed to have in their minds a direct picture writing match. All you need to do is
look at the pictures. Some of them were quite analytical on the surface, referring to their
expressions, movements and the weather as indicated by the clothing (au. Int. 20482077).
During the post-interview the students were able to be more discerning and analytical
about how they explained how they viewed pictures then. Tammy mentioned emotion
and the others were able to give that a technical term, “gaze”. Alice posed the idea of the
writing on one side telling the story and the picture on the other side being the new.
Vicky was able to elaborate on the gaze of Frederick to Grandma showing how shocked
Grandma and Lilly were and what the right left movement of Uncle Fredrick meant –
that he was against them. Denis was able to take up the same theme and explain how the
line or direction of the rafters and beams in the room gave more emphasis to the effect
of the gaze looking at Lilly and grandma. Then they all insisted that there was a framing
achieved by these elements upon grandma and Lilly (au. Int. 2239-2271).
As you go through the pre and post interviews the difference in visual literacy
knowledge still remains apparent. They were asked how their teacher helps them
understand and analyse pictures, as well as about their favourite picture book or picture
and what makes it successful visually. These questions just served as starting points for
their deliberations. They were quite bland in their answers in the pre-interview
explaining that their teacher didn’t read them stories with pictures in them, seeming
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quite proud of the fact as though they wouldn’t do that now that they are in Year 6. The
best I could elicit from their experiences was Bryce’s reference to expressions with Paul
Jenning’s books, and a sketchy outline of the storyline (au. Int. 2102, 2109, 2126), and
Denis’s brief introduction to a book on the Titanic and Denis, Tammy and Susan’s
“user” aspect for buying magazines (au. Int. 2177-2185). In the 50 000 people wanted
for the Olympics poster, Bryce says, “It catches your eye because he’s looking at you.
At the picture he is pointing the finger at you. Denis says, “It’s bright and colourful
which catches peoples’ eyes” (au. Int. 2210 & 2226). However, in the post interview
they seemed to be more visual preceptive, even though their concentration wasn’t that
good at the time probably because of other agendas and the fact that it was near the end
of the year. Denis thought that pictures could be very detailed and you didn’t need to
read the writing. Denis and Vicky were critical of advertisements for their manipulation
of the viewers. They discussed One Less Fish in favourable terms. Tammy explaining
how the LHS frame gets smaller and Bryce describing it as a “kind of a warning. What
might happen if we do this and this.” Alice brought in the brightness, the angles, the
flowing. Vicky and Tests thought that the pictures and the writing projected the same
meaning. They continue analysing The whale Song briefly to tell me that there are
curved lines and Bryce says, “On her face the light’s on it – she look’s amazed and
excited. (au. Int. 2485). The following excerpts show what they could not have done at
the start of the project.
S I like p. 15 and 16 and because she is actually dropping it. The
flower into the water and the colours they are not really bright but
they are not dull. They stand out. Like you can see where the jetty
starts and where the jetty ends and how it moves like the cracks and
the bumps make it move (au. Int. 2489-91).
D pp 1, 7,18 which is a follow on from what Susan did and I just like it
like the sunset and um Uncle Frederick is pointing to Lilly telling her
to get inside. This is the same picture that Susan did but on a different
angle and a few hours later – it looks nice.
C Do you want to talk about the gaze and the eyeline between the two?
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D Uncle Frederick is looking straight at her, and Lilly is crouched
down “do I have to go sort of thing?”. Afraid of him as well (au. Int.
2496-2501).
V I like 23 and 24 because it’s after she dropped the flower and the
whales came. She looks surprised and how the light of the stars or the
moon shining on her – and her bright eyes as she is looking amazed –
she is staring out there and saying, ‘It’s true. It’s true…’ The shadow
around her and the picture’s nice” (au. Int. 2517-2520).
Regarding the terms of the visual literacy framework, the students of the focus group
thought that they helped their reading of a picture book. Denis that thought it helped
them finish writing the draft response to the book The Whales’ Song. Susan said, “Well
we know more about what we’re doing and what we’re seeing about the picture” (au.
Int. 2556). They all felt that they could definitely analyse a picture having had exposure
to these terms, although Denis didn’t think that it would be the usual thing one would do
“if you are looking in the distance” (au. Int. 2755). Then Tammy and Susan explained it
this way:
T You know with description, the first time some people didn’t do very
well?
The second time because of all of these things we know how to do
these things we know, the first time we didn’t do very well, the second
time because of all these words and we got more and did it better in
the second.
C……Did you all hear what she said? Do you agree with what Tammy
said? Now that you’ve got these terms, it helps you understand the
picture better.
Sts yeah yeahs
S Say we didn’t have this we go to a book and it’s just like oh the
pictures are wild because there are pictures all through the book. And
then its what did you learn? What did you get out of that? Just like
nothing.
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Emptiness.
C Now?
S Now you actually go to a book and you can read the book and like
when you read the book what the writing says you can really
understand what the picture is getting across to you! (au. Int. 27632775)
The following table lists all the visual terms the students used when analysing
the different texts:

371

Visual terms

Verbal terms

Critical literacy terms

St the purpose - to advertise Noun groups

~Positioning themselves au.

the Grand Prix. au. 1719- labelling pictures.

30.

1721.

#Attitude word au. 35,

~Attitudes and values of the

Girl The purpose of this

(fortunately) 46, 66

scuba divers au. 63-68

piece is to show you how

Sts understand action verbs

~Sts picking up on the

beautiful the house is. Au.

“spread, seep" au. 352.

change in attitude of the

1679-1690.

#Sts locating modal verbs

divers and fishermen. ^Alice

and verb groups e.g. vi. 705.

and Vicky plus others au.71-

One Less fish

#V modal verbs Sts can au.

76.

^Positioning themselves au.

1777.

^ C What is the meaning of

30.

~Denis getting message from

the two frames here? What is

~St standing in different

modal verbs vi. 163-166.

the message behind the

positions

Susan “As peaceful as the

frames?

hills” au. 393.

St Mine is a little different to

~Dr No down D Going down

~Dr: I’ll use the word

your idea - the caption part

to hide Alice (motioning)

contrast au. 476.

of the picture is what they

down, go down and hide in

#Sts underlining

want you to focus on.

all the coral vi. 678-681.

action verbs –

C Good

#What doing au. 61

climbed, used to sit,

St It seems more

#Where? "They are both in

‘d sit, ‘d see, move,

superior.

the reef.” au. 62

were dancing au.

C That is the purpose of the

Girl The picture is set

479-485.

frame - Good.

among the gumtrees. The

#Sts locate phrases

St The ocean is getting

framework has captured the

telling where e.g.

smaller - that’s what it is

beautiful scenery. Au. 1679-

“at the end of the

saying.

1690.

jetty.” au. 510, vi.

C That’s a very important

452-488.

message. vi. 627-634.

background au. 67

St gives example of phrase

~Denis 30.45 Susan:

telling when “sometimes” au. ^Text analyst – oppositional

Background is even lower

514, vi. 452-488

rdg of text from a student au.

saturation vi. 858. au. 1752-

Sts telling where phrases au.

77

1755.

517-525 vi. 452-488 “at the

^Tammy The fish
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~Denis 30.45 Susan: vi. 858.

end of the jetty, all day and

will come back vi.

The background is

all night.”

45-47.

blurred so you can

#St “where” au. 522

^Sympathetic rdg/viewing

concentrate on the

#Sts listing verbs in wtn text

“It is also ours” au. 98, 102

main picture which

au. 749-757.

^Oppositional reading –

is him au. 1752-

^exaggerating (hyperbole) vi. repopulate the reef with fish

1755.

507 F gr. “sounds too unreal” so you can go fishing au.

#frame au. 192-210

D & V: “have added more”,

142-150.

“they do”

^Bryce thinking critically re

St the purpose - to advertise

shape camouflaging au.

the Grand Prix. Frames and

Connecting visual and

225-228.

angles are opposite each

written

#St mentioning the flowers

other making the Grand Prix
exciting with lots of action.
au. 1719-1721.
Girl The framework has

down the bottom of the
~Bryce connecting what was
New in both vis and wtn au.
1263-1271.

picture, trees, bushes and
flowers au. 345-236.
^Bryce It’s OK to spear fish

captured the beautiful

but don’t take them oversized

scenery. The lady is ? which

– co-operate . vi. 9.

make you focus on her. The
dome framing makes you
concentrate on the whole
picture. Au. 1679-1690.

~A&V an excellent analysis
(28.08) A points out central
character linking to the text
vi. 821.

St s and C the words tell you
why and the pictures don’t.
34.24
^V You can always guess
that there will be one less

~St The diagonals on their
stomachs makes them look
faster au. 432, vi. 388, vi.

Students realise that you look
at both the visual and written
(Trans, l. 11-12).

going to win and Uncle
Frederick’s on a diagonal

St s and C the words tell you

you’re angry au. 1670.

C You need the words to
vi. 193-197.

why and the pictures don’t.
34.24

The Whales’ Song
~St and D discuss the

line and so its looking more
like you’re in trouble and

D the words say
find out why - that’s brilliant

383-408, au. 1807.
~Susan: I think Grandma’s

fish but you don’t know why.

~Students deliberate re words
telling more details than

curved motion of the small
fish making the whales look
373

~lines behind them to show

picture pp. 10-11 au. 487-

round au. 436-438.

they are moving D au. 240.

498.

^Sts deliberating about

~ Girls - Boxing picture
Mohamed Ali

degree of exaggeration. au.
V You can always guess that 561-570.

Movement by diagonal lines, there will be one less fish but ^Sts discussing camera
facial expressions: violent

you don’t know why.

angle and its effect on us the

and anger. vi. 840-848

D the words say

viewer au. 622-637.

C You need the words to find
out why - that’s brilliant vi. Sts discussing the effect of
#colour saturation au. 289,

193-197.

vi. 13, 15, 16

the moonlight in lighting up
Lilly’s gaze and therefore

~Denis 30.45 Susan: pic has

^Students mostly think

seeing what she is thinking –

low sat. Background is even

pictures and writing in One

D and Alice au. 735-746.

lower saturation. His yellow

less fish are telling the same

cap has high saturation. vi.

story except one student.

~C effect of the light angle

858.

Bryce looks most intent to

on faces – A, V, D shining –

Girl The colour saturation is

listen to this student’s

surprised – wonder Ex. CL

very warm and makes you

message – that the pictures

au. 16143-1633.

feel welcome. Au. 1679-

are bright and happy but the

1690.

writing doesn’t have the

^~Gaze – looking shocked –

Long billabong picture

same story – “sort of wrecks

power A, V, Dr au 1640-61

- picture has high colour

it”. “If you look at the

C Turn to pp 9&10

saturation vi. 863.

pictures, they are al bright

(while waiting for

Dr all the colours fit together

and happy and that, and in

RFF)

vi. 651.

the writing it says these

This picture is

~V bight (colours) vi. 652

terrible things are

crucial because it

~dull and greyish au. 414

happening..” vi. 169-188.

probably

~colourful St au. 249

summarises the

~plain colour St au.249

~Students matching similes

entire book, I’ll let

~A: dull colour, no colour

such as “as large as

you now analyse it.

au. 827-830 vi. 332-342

mountains” with the visual

V Lilly looks really scared.

~DSP picture – warm and

text au. 1091-1099.

C Right why is she looking

cool colours vi. 362-370

Relating adverbial phrases

scared?
374

Winston teaching

of place and time to picture

V He’s yelling at her.

groups to analyse

St deliberating relationship

Bryce She looks shocked.

newspaper clippings

bet the two, the “same”,

C What in the picture makes

~V&A: warm colours make

“describing it”, Alice and V

them look shocked?

you feel welcome vi. 803

telling the story, matching it. S Her eyes are

~Two students Black and

vi. 452-488.

really white and the
A her mouth is

white shows past but it does
not mean it won’t happen in

~LHS of p. 22 being the

open and she is

the future vi. 831. au. 1727-

whales linked to what comes

looking up sort of

1733.

first in the sentence (theme)

at him.

au. 695-722.

C She’s looking up to him.

~middle of the page St au.

A Like he’s looking more

249

~Relating verbs such as

powerful.

~main feature St au. 249

breached, climbed, leapt,

C Which way is he looking?

centrality

dancing, jumping and singing Sts Looking down.

au. 827-830 vi. 332-342

to picture – F gr think they

Analyse The gaze line

~A&V an excellent analysis

relate exactly to the picture

C The gaze line

(28.08) A points out central

but Lachlan says some do

A is going straight up to him

character linking to the text

some don’t au. →759.

and she is going up to him,

vi. 821.

they are sort of looking like
Discussing facial

it’s true but you’re not going

~F gr st: shape and colour vi. expression, eye lines, and

to believe it.

670

attitude as same as the

Denis She’s scared - she’s

~St shape of the moon given

attitudinal language in the

got her shoulders slumped

as “round” “circular” au.

written text au. 979-988.

down and looking up.

726.

C The body language.

#St: silhouette (giraffe) au.

I discuss the Given as her

St could be Vicky Uncle

902

dreaming and the new as

Frederick is looking down

#St: two girls superimposed

what she is dreaming. This I

on her so she looks really

on the skateboard au. 913.??

match with the written text

small, and we can’t do

~Denis 30.45 Susan: vi. 858.

so that the start of the

anything about it. Frederick

The background is blurred

sentences was “In her

is looking down on her to

so you can concentrate on the dreams” – a direct match to

make her look small and like
375

main picture which is him au. the Given information in the frightened and like she’s
1752-1755.

pictures i.e. thematic

being useless. Like she’s

structure.

small and means nothing.

~Dr: small big (size) au. 453.
vi. 42-43, vi. 417.#

Au. 1640-61
~Bryce connecting what was
New in both vis and wtn au.

Girl There is a lot of

1263-1271.

movement by its diagonal

~Susan It makes it look

lines. The facial expressions

diagonal …faster. au. 1567.

Sts find actions in the picture show violence and anger.

~D: curving, round tr 438, vi

vi.

388.

Muhammad Ali’s put up
high to make him look

~D: the curving around them

Sts analysing stimulus pics in bigger and more fierce. This

makes them involved vi. 388.

groups with specific

is a close up shot to show

Denis With the fish, they’re

language related to real

you the pain and facial

really (kids seem really

meanings vi. 311.

expressions. Our eyes first
travel to Muhammad Ali

involved) small. Because if
you don’t have things really
involved like that they look
really flat. They’ve got them
curving around them. It
really makes them
(motioning with hand).. vi.
387-389
#diagonal lines as St
movement au. 688
~Susan: Uncle Frederick – in
a diagonal line – trouble –
angry au. 1670.
~Two boys: diagonal lines,
lots of action, happy faces –
Grande prix is fun vi. 826.
~St vertical lines au. 890

Further Visual terms:
~gaze: Vicky and
Alice getting to
heart of the
meaning of Lilly’s
final gaze au. 761.
~Two students The
picture is telling
you to be cautious
when riding a bike
“by the look on his
face”, mid shot,
bird’s eye view to

and down his arms to Joe
Fraser. Muhammad Ali’s
gaze is to Joe Fraser’s arms.
But Joe Fraser’s gaze is to us.
On the RHS is the Given
information about
Muhammad Ali and the left
is the New information.
Their faces are demanding
that you look at this picture
and you read about it.
Praise from Ts au.
1741-1748.

show you how
much pain he is
going through vi.
831. au. 1727-1733.

(These Videoed)
Jamie This picture is telling
you to be cautious when
376

#Sts a painting, computer

~ Girls - Boxing picture

you.....Bike -- serious

images, collage, scrape,

Mohamed Ali

injuries. By the look on his

spread, a canvas au. 463-466

Movement by diagonal lines,

face it seems as though he is

“exaggerating the words to

facial expressions: violent

in a lot of pain. This is a mid-

make it really true” au. 561.

and anger. vi. 840-848

shot. It is not too far away,

#bright – catches your eyes

~ Girls - Boxing picture

and it I s not too close either.

au. 588

Mohamed Ali

He is showing his pain and

~C effect of the light angle

close up shot to show the

he is showing it personally.

on faces – A, V, D shining au pain and the facial

We are looking on with a

1613-1633.

expressions vi. 840-848

birds eye view to show how

Ali’s gaze is to J

much ain you can go through

~Sts describing gaze Vicky

Frazer. J Frazer’s

if you are not too careful.

“interested”, “looks

gaze is to us. vi.

The eye travels from L to R.

lovingly”. Susan: “It’s a true

840-848

First you see the bike wheels

story” Dr: “looks

~Alice- “Pat Farmer” lost his

and how mangled it is, and

enthusiastic” A: (motioning

wife. Gaze given as “looks

then the man ?. Black and

with hands) keep going. I

sad”. “earthy desert colour”

white shows you that it

want to see what happens”

au. 819, vi. 329, vi. 326

happened in the past, but that

vi. 492-504.

the gaze is saying “These

does not mean it won’t

Exercise on gaze

clothes are pretty cool.”

happen again.(^) There’s not

#~Sts reading gaze. Alice

Background – clothes stand

really much framing except

“I’m the best and no one can

out au. 926-929.

for the white lines on the

beat me.” au. 603. vi. 567

St All the people included in

road. This picture seems to

~V “he’s gazing into no one

this picture have happy faces

be about a boy and what

so” (that kind of gaze) vi.

for the Grand Prix au. 1719-

could happen in the picture

601

1721.

au. 1727-1733.

~Denis 30.45 Susan: Gaze is

~L: the kind of expression

away from us. He is

au. 861

Boys

demanding attention from

#St: gaze: eye contact –

The illustrator’s purpose is

the crowds and not us

looking straight forward au.

to tell you to check before

because he is not looking at

878.

you open your car door. ???

us. vi. 858.

~St: the angle makes the

The door on the car is central

St All the people included in

girls look

because it is in the direction
377

this picture have happy faces

impressive……looking up at

of the lines going towards it.

for the Grand Prix au. 1719-

them au. 914

The diagonal lines also show

1721.

Girl The picture is set among

the speed of the things going

~D vectors like the gaze

the gumtrees. The lady is

past the door. The size of the

looking straight through from looking at you and offering

door make you focus on it.

the grandmother’s

information. Au. 1679-1690.

The door is being shown to

eyes………..to the water. St

~ Girls - Boxing picture

be a danger to cyclists au.

Mohamed Ali

1733-1739.

~V “offering information”

Ali is put up high to make

vi. 570

him look bigger and more

Critical literacy approach and

Others A and T demanding

fierce vi. 840-848

CL questions used in work

services vi. 569.

St Frames and angles are

sheet for One less Fish. This

~D Offering

opposite each other making

whole sheet has excellent use

information au. 607

the Grand Prix exciting with

of terms and questions at all

Girl The purpose of

lots of action. au. 1719-1721.

levels.
Alice: shape – “to blend into

this piece is to
show you how

~L signifies au. 642

other objects and the
environment” p. 5. Others

beautiful the house
is. The picture is set

~St New information given

among the gum

as “the whales au. 683.

trees. The lady is

~New information

Sts F gr telling what their

looking at you and

on RHS given as

grandparents used to tell

offering

Susan: the whales

them – the stories au. 772-

information. Au.

au. 1468. New

797.

1679-1690.

information given

Other students

as A: the shell au

doing the same.

1470.

Students realise that you look

~V: demanding something

~F gr selecting first thing in

at both the visual and

~Sts offering, demanding, Dr the sentence (theme) au. 704-

also.

written (Trans, l. 11-12).

services, V information

717.

au. 644-655

~Tammy car on

~Students deliberate re words

Their faces are demanding

RHS – new au. 810

telling more details than

that you look at this picture

~ Girls - Boxing picture

picture pp. 10-11 au. 487378

and that you read about it.

Mohamed Ali

vi. 840-848

On RH is the Given about M

~St gaze: au. 674 “out the

Ali and on the LH is the New Students noun groups glued

window” au. 676

information vi. 840-848

~St gaze au.1109

498.

onto double page spreads
from One less Fish. Done in

~A: gaze

#vector of whale given as

au. 827-830 vi. 332-342

“curved” au. 729

~A gaze line au. 1653

pairs – very successful.

Further visual terms:

~F gr. “goods and services

#St: long shot au. 1515

for the Olympics” vi. 536.

~C: Can anyone tell us the
effect of the extreme long

V: a long distance

shot of the whales? St: That

shot vi. 325

they are scared and they are

~D and Susan: long

not used to being around

shot, V: you can

people au. 1520-1525.

see the whole thing,

~A a close shot au. 1528

D: close up to see

C What effect does the close

the expression on

shot have on us about the

their faces vi. 345-

whales? A: That they’re

358.

friendly. St: safe St: That

~ Girls - Boxing picture

they are really big au. 1530-

Mohamed Ali

1534.

close up shot to show the

~What is the reason for

pain vi. 840-848

having a close-up shot of
Lilly? Sts dreaming, relaxed

~DSP picture –

etc vi 273-275.au. 1587-88

warm and cool

The gaze is looking away

colours vi. 362-370

from us tr. 836.
#Sts finding a medium shot

#St high (angle) au. 972

(all looking) D: shows a

eyelines au. 1183-

close-up and a bird’s eye

1184. vi. 204.

view (Fred storming)

~St Discovery Runout

…angle….tops of their heads

~L: My eyes travel around
this guy, down his leg and to
the ball au. 860, vi. 373-4.
St Your eyes first travel to
the bright yellow formula 1
car au. 1719-1721.
~Two students ,eye travels
LR first to the mangled bike
wheels, man. vi. 831. au.
1727-1733.
~ Girls - Boxing picture
Mohamed Ali
Eyes first travelled to M Ali
and then to Joe Frazer vi.
840-848
~Denis 30.45 Susan: When
you look at it your eyes go to
his face and travel up the arm
vi. 858. au. 1752-1755.
The message is “Buy this car
now, the angles and
directions of the car shows
how it is being driven off…
808-815, au 1700379

(reading writing)

vi. 242-255.

The message is “Buy this car

~L: medium shot au. 862

now, the angles and

~Dr That’s a bird’s eye view

~Two students The picture

directions of the car shows

D you see the tops

is telling you to be cautious

how it is being driven off …

of their heads Ex.

when riding a bike “by the

instead of back over here

C.L. au. 1544-63

look on his face”, mid shot,

(motions with his hands).

Girl It is a medium shot as

bird’s eye view to show you

….. RHS

we don’t know much about

how much pain he is going

vi. 808-815, au

her. Au. 1679-1690.

through, if you are not

1700-1708.

#students find long

careful, eye travels LR first

#vertical vi. 202

shots au. 1315.

to the mangled bike wheels,

1708.

~eyelines – Bryce I go across mid-shot

man. Black and white shows

the horizon out to the water –

au. 827-830 vi.

past but it does not mean it

Denis: shell, clouds, whales

332-342

won’t happen in the future vi.

au. 1283-1299

~Two students The

831. au. 1727-1733.

picture is telling

W Can anyone else

#D three dimensional: the

you to be cautious

see another frame

clouds going smaller and

when riding a bike

which is in there as

smaller in the background au. “by the look on his

well.

1257. vi. 222-223

face”, mid shot,

St ...it’s like an arch.

bird’s eye view to

W You’ve got that archway

~A: the shell a meronym for

show you how

which is a feature of that

the sea au. 1246 St a vase of

much pain he is

particular style of house

flowers is a meronym for

going through, vi.

which creates another frame.

Granny au.1389.

831. au. 1727-1733.

Au. 1679-1690.

~St: long shot

Picture study

#St: the way it’s done,

gaze – away from us Long

sponge vi. 18, 68.

billabong picture

Eyelines given as “leading

#actions in the picture A: the

two trees framing the picture

up to Pat Farmer” au. 817. vi.

clouds are moving vi. 218.

- picture has high colour

321

saturation vi. 863.

eye travel

~actions: water

~effect of light shining on

au. 827-830 vi. 332-342

pouring, Dr clouds

faces – warm, it’s actually

~St: centre, it’s framed off
380

moving St ocean

come true vi. 278-303.

breaking au. 1251

C #What do we call these

~St lines on the window

lines around the window? D:

frame – drawing your

They were framing au. 1396.

au. 895

attention au. 1404.

Summary of visual literacy terms used by the students
Visual terms

Verbal terms

Critical literacy terms

Purpose

Exaggerating

Attitudes and values The

Illustrator’s purpose

The first thing in the sentence message is…

Positioning themselves

(theme)

Warm colours make you

They are…

Noun groups

feel…

The picture is set…

Attitudinal wds (understood)

The picture is telling you…

Background

Action verbs (understood)

By the look on his face it

Frame

Modal verbs (understood)

seems…

Framing

Phrases telling where

A bird’s eye view to show

Framed off

Phrases telling when

you…
Showing it personally

arch
Framework

Connecting visual and

The gaze is to…

Dome framing

verbal

High to make him look…

Diagonals
Diagonal line
Curving
Round
Curving around
Movement
Action(s)

New (in visual and written
texts)
Central character (linking ti
the text)
Visual text
Written text
Words tell you why
Words describe, tell more

Lines
Vertical lines
Facial expressions

details
Same story
The writing doesn’t have the

Signifies…
The picture is telling you to
be…
The effect of light shining…
Eyes first travelled…
First your eyes go to…then
The black and white shows…
Contrast
It is also ours (message)
The curved motion makes ..
Degree of exaggeration
Effect of camera angle on us
381

same story

the viewer

Matching similes

Effect of moonlight in

LHS matched with first in

lighting up Lilly’s face

sentence (theme)

Light angle on faces

Action verbs and actions

Gaze looks…Gaze is to…

(relate exactly, some do some Looking like it’s true
don’t)

Looking down on so she

Facial expressions, eyelines

looks…

and attitude same as

Bird’s eye view to show

attitudinal language in wtn

how… put up high to make

Given in picture matched to

him look…

first in sentence

Shoulders slumped down

Connecting new in both

Small and means nothing

caption

Movement by its diagonal

the words tell you why the

lines

picture’s don’t

Facial expressions show…
Close-up to show
Our eyes first travel
Their faces are demanding...
The diagonal lines show…
The size makes you focus…
In the direction of the lines

Visual literacy terms

Visual literacy terms

Visual literacy terms

Colour

Painting

Angle

Colour saturation

Computer images

High angle

Low saturation

Canvas

Looking up at…

High saturation

Scrape

Vectors

Colours fit together

Spread

Directions

Bright colours

Light angle

Vertical

Dull colours

Gaze

horizontal

Greyish colours

Eye contact

Purpose

Plain colour

Gaze line

New information

No colour

Gazing

Right hand side
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Warm colours

Looking away

Given

Cool colours

Facial expressions

Eyelines

Black and white

Demanding attention

Looking up

Newspaper clippings

Offering information

Eye travel

Middle

Demanding services

Left-right right-left

Bottom of the picture

Not looking at us

Three dimensional

Centrality

Close-up shot

Meronym

Central character

Long shot

Shape

Extreme shot

(shape) blends into…

Close shot

camouflaging

Close-up

Round

Medium shot

Silhouette

Mid shot

Superimposed

Bird’s eye view

Blurred
Main picture
Size
smaller

Overall summary of the language of the framework, its use and the
way it was taught.

From an examination of all the categories in this case study certain observations are
beginning to be apparent regarding These findings are tentative and apply to the
classroom and educational context in which the teaching and learning took place.
1. The analyses of the data showed several instances where it seemed to be possible to
connect the visual literacy terms with the meaning and message of the visual text (au.
1938-9; au. 1941-3). It follows that when the teacher asks the right questions these
connections can be made. In quite a few of the transcripts, the students were able to
deconstruct meanings using the language of visual literacy, but needed a further probing
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question before a link could be made with the message of the visual text. Questions
beginning with “Why”, “How” or “Tell me more about”, help connect with the message
e.g. “Why has the illustrator chosen a high attitudinal angle for this character?” or “Tell
me about the effect of the highly saturated colour in this picture.” This extract on gaze
shows how the teacher was able to refocus the textual analysis on the message of the
text.

C ……Have a look at the gaze of this girl – the last pic.
St 3 She’ s gazing at us.
St 5 Well she is looking at us to say it is really true. She is staring at the people
who read this book saying it’s true what her grandmother said and it’s Uncle
Freddy as well.
C What is the message she is trying to get across to the viewer?
St 5 That it’s true um if you believe
St3 If you believe you can receive (au. 760-767, vi. 487-505).
The data seems to show the benefits of pairing visual literacy terms with critical and
analytical approaches to understanding texts e.g. gaze and kind of shots with
interpersonal relationships, and attitudinal angles with power relations. The data also
seems to show how the teacher’s questions need to be a juxtaposition of the framework
language and critical thinking, or at least critical literacy questions need to be asked
when the students are using the language of the framework. During the research,
worksheets were a fairly good guide because they modelled using not only the language
of visual literacy, but also how it was used for the purposes of critical literacy. (What is
the message this illustration is getting across? How are you positioned as a
reader/viewer? Do you agree with the message?)
2. The teachers in this case study seemed to acknowledge the importance of being able
to model an analysis of a visual text (modelled viewing), both orally and in writing.
There were many times when the teacher first analysed the visual text using the terms
from the framework before allowing the students time to analyse the text themselves.
Guided viewing occurred when, opportunities were provided to jointly view, analyse
and respond to the pages that proceeded the modelling. Guided viewing also occurred
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when the teacher was guiding the discussion towards making the link between the
language of the framework and the message of the book or the illustrator’s purpose in
choosing this particular visual resource. Guided viewing occurred when students
collaboratively engaged in deliberation about different forms of modality or the different
visual aspects of the picture and what they meant.
3. When students had free course to exercise their own analysis, and the teacher
valued the students’ input and provided them with guidance, the students seemed to
gain in confidence in their analyses using the terms and come up with their own findings.
It is more than apparent that when we value students’ contributions to the class analysis
of a visual, we give them the opportunity to ‘talk out’ their own meaning constructs and
thereby allow them to practise using and developing a working language for viewing.
4. Teachers could very well think about how they could begin an analysis (the point of
entry into a visual text). For instance in Winston’s class we sometimes began with the
attitudinal lexis, salience, colour, framing or person who is labelled as central. There
were occasions when we first identified the action verbs, adverbials of place, time and
manner in the written text first followed by a comparison with what we found in the
visual text. This then became the basis for a discussion about the relationship between
the written text and the visual text. From the research in this case study I tend to think
that teachers and students need a ‘way in’ for studying a text containing visuals, and this
often means that teachers need to spend time doing the initial analyses themselves,
writing annotations or placing post-its on pictures to remind the teacher where to begin
and what to analyse.
5. It was apparent that teachers and students seemed to realise that the purpose of the
visual terms was to strive at being critically aware of the visual text – that using the
terms for the sake of mere analysis produced little in return, that the terminology should
assist critical approaches to literacy. It was apparent through questioning that some
students were able to analyse the message and create a subversive interpretation of the
text, or adopt a preferred or a negotiated reading of the text. For instance through critical
questioning some students thought that in the text One Less Fish, the viewer/reader was
being positioned to take on board the ideology associated with the natural heritage of the
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Great Barrier Reef. They thought that the voice of the oil driller and the fishermen was
not being heard within the text. This was a subversive reading/viewing of the text in the
sense that it was going against the preferred reading of the text by popular
reading/viewing. However, the students were also agreeing with the message that we
should be careful to preserve the reef, and so they were in this sense taking on a
negotiated reading/viewing of the text (an. 17-171).
6. All four practices of the viewer (Luke and Freebody, 1999) were in operation during
the students’ analyses of the pictures. For instance the data is replete with instances
where students were using the terms to deconstruct the meaning of the terms. See ‘#’
below. Then there were instances where the terms were used not so much in a text user
role but in a ‘semantic’ role – getting at the meaning the semiotic resources constructed.
Those with the ‘~’ sign show examples of this. The practice of text analyst is better
referred to as the critical role where readers and viewers critiqued and responded to the
meaning, construction and/or message of the text. This is shown by the ‘^’ sign.
#colour saturation au. 289, vi. 13, 15, 16
~Sts describing gaze Vicky “interested”, “looks lovingly”. Susan: “It’s a true
story” Dr: “looks enthusiastic” A: (motioning with hands) keep going. I want to
see what happens” vi. 492-504. “exaggerating the words to make it really
true” au. 561.
~New information on RHS given as Susan: the whales au. 1468. New
information given as A: the shell au 1470.
~St shape of the moon given as “round” “circular” au. 726.
#vector of whale given as “curved” au. 729
#St: long shot au. 1515
~C: Can anyone tell us the effect of the extreme long shot of the whales? St:
That they are scared and they are not used to being around people au. 1525.
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# D three dimensional: the clouds going smaller and smaller in the background
au. 1257. vi. 222-223
~effect of light shining on faces – warm, it’s actually come true vi. 278-303.
~Sts picking up on the change in attitude of the divers and fishermen. ^Alice
and Vicky plus others au.71-76.

^Text analyst – oppositional rdg of text from a student au. 77
^Tammy The fish will come back vi. 45-47.
^Oppositional reading – repopulate the reef with fish so you can go fishing au.
142-150.
^Bryce It’s OK to spear fish but don’t take them oversized – co-operate . vi. 9.
Sts and C the words tell you why and the pictures don’t.
34.24 vi. 193-197.
^Sts discussing camera angle and its effect on us the viewer au. 622-637.
There were a few occasions when students used their analyses for practices of ‘using the
text’ for a specific purpose e.g. to decide to deliberately take care of the Great Barrier
Reef yourself.
10. It soon became apparent that the teachers (except Nina) found it nigh impossible to
balance the framework with its metafunctions and levels both visually and linguistically,
with a critical approach to analysing texts containing visuals. Practicality and time
necessitated that teachers use what ever terms seemed apparent from their initial
experience with a visual, begin analysing it with those terms, and bring in other terms
where necessary.
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11. On a few occasions students successfully analysed one aspect of the visual text and
connected it with another all the time using the visual resources taught to them from the
framework. When students do this, the impact of the analysis and what they have to say
about the message of the visual, seems to become more powerful.
12. When they discuss Gaze students appear to be so much involved with what they
view, that they almost enact the role of the characters, as they collaborate with them
in constructing the meaning of what they see, feel and believe. On the video you can see
some students lost in deep thought and deliberation as they appear to ‘sift through their
bank of world experiences related to the visual literacy term we were discussing. All
their life experiences regarding one visual literacy term or concept, are in a paradigmatic
relationship with each other. For the students the light seems to ‘turn on’ as they choose
one experience from the paradigm of many, one memory, one clue, which seems to
describe, ‘trigger off’ understanding of, or rationalise what is before them. As the
connection is made with a message or particular meaning, a syntagm of meaning comes
into existence. The visual literacy term seems to have a purpose, a meaning - a life of its
own. The term ‘gaze’ at last means something. It is no longer just a term the teacher
uses. It has the potential to unlock the mysteries that lie behind the visual. “The story
Grandma says is true.” “If you believe you receive.”
13. Constructing meaning appears to be a process of collaboration between the
illustrator’s and the viewer’s world experience, viewing history and purpose. This seems
to become quite clear as viewers articulate their visual analyses using the terms from the
framework.
14. It may be that students have the capacity to coin some of their own terms e.g.
gazeline which was used to analyse the feelings of the characters towards each other as
well as how they are positioning each other. ‘Eye travel’ was another such term which
seemed to capture exactly what we were on about concerning the concept of reading
paths. Nearly everyone would agree that the students and teachers may not need to use
highly technical and abstract terminology such as “narrative process”, or “covert
taxonomic classificational processes”, but rather terms which capture the grammatical
potential of what the visual is trying to realise.
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15. There were occasions where the relationship between the visual and written texts
were considered. Using visual grammar could very well be a way of strengthening the
visual written connection in the semiotics of textual meaning e.g. Given and New
structures supporting thematic structure within the written text.
From the above episodes viewers seem to be able to establish connections between the
visual and written texts in a number of ways.
1. The interpersonal resource of gaze where the viewer enters into the demand of
the main characters ‘that they read the writing’.
2. The piecing together of the different meanings and relationships the two textual
modes set in place
3. Attitudinal language in the written text seems to set up some connections with
the attitudes of the characters found in the visual text. The students were able to
give words which show Uncle Frederick’s attitude. Modality of language often
aligns itself with the kind of gaze or attitudinal angles represented in the visual.
4. The technical language from the framework seems to allow students and teachers
to make the connections specifically using such grammatical structures as
similes, action verbs, adverbial phrases of time and place and theme.
5. At other times we discussed the Given structure of the visual as being the left
hand side and the New as being the right hand side. Some links were made with
the themes of the written text
Students may or may not be able to “pick up” on these conclusions without the visual
and written grammar, but now they are on the way to being able to make these
comparisons in meaningful ways between the visual and written texts and know how
they are constructed grammatically. They seem to be able to explain with some degree of
certainty, why the meaning of the visual is the same as the written text or why it isn’t, or
why there is additional or differing information in either text, or even if one text negates
the other.
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From the transcripts of the audio coverage and the videotapes it is evident that the
connection between the visual and the written modes of meaning were on three levels.
Firstly there was the basic general understandings that came through. – that the students
knew that they had to look at both the written as well as the visual texts to create
meaning (au. 11-12) - that there is an interaction between the two modes of textual
meaning. Then as we were more adept at analysing the texts containing the visuals,
students began to make statements about the picture telling so much and the written text
giving you different information that is in some way related to the visual.
16. It became apparent that without a semiotic language for visual analysis the
students would not be able to fully construct meaning from the visuals. This was
apparent at the start of the case study as we began looking at and discussing pictures.
The students seemed very interested as the class teacher did comment. They seemed
fascinated with the meaning potential of pictures, as exemplified in the visual resources
used in the lessons, and the terms used to talk about them.
17. Episodes seem to reveal that teachers and students are best to have a range of
grammatical language from which they can choose to analyse their pictures.
18. Students need to be given the opportunity to ‘talk out’ and ‘talk through’ their
analyses of a picture and the related meanings and messages contained in it. the group
situation helps them to construct in their own minds and in the minds of the hearers, the
messages, values and ideologies of the visual and/or written text. For example students
discussed where their eye travels within the boundaries of a picture (au. 1282-1299.vi.
614).
19. There must be a purpose for analysing a picture. It must assist you in coming to
grips with the message of the text you are viewing.
20. Student’s written response: When comparing St X’s written responses over time
during the project, it can be concluded that the technical language has certainly helped
St X describe more specific meanings and how participants are positioned or are
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positioning others. However, it is evident that he has dropped a little of his descriptive
flair for language in preference for his new found ability to analyse. The two really
need to be combined for a visual analysis to be most effective.
22. The richer analyses seemed to be those that used all three metafunctions – the
interpersonal, ideational and textual. It seemed that the textual metafunction was a
more of a pragmatic way to start a visual analysis because you first analysed how the
text was structured and how it cohered as a whole. You were then ready to see what
interpersonal and ideational ramifications were inherent in the text. However at this stage
an open mind needs to be kept on this matter as there are plenty of instances in the data
where the other two metafunctions seemed just as valid as an entry point for an analysis.
23. While the visual terms of Given and New and the concepts of Theme and Rheme
were not used greatly, it was obvious that they were a useful grammatical resource for
“getting to” the what the illustrator regard as shared information and the new informant
he or she wished to impart. The Theme/Rheme concept could have been more useful in
the written text for working out the “points of departure” in sentences and clauses. We
did show that the Theme of a sentence is what the author regards as important and
therefore was to be positioned up front. This was often matched to the Given information
on the left of the picture and the New on the right. The whole concept of Given and
New, and Theme and Rheme is certainly worthy of classroom study even as a unit of
work in its own right. Indeed it is a topic for future research.
24. A series of pictures on the one visual term was used successfully in modelling
certain visual literacy terms e.g. gaze, shot.

The Impact of the Framework Language Upon The Students’
Written Responses to Visual Texts – Impact Upon the Students’
Written Responses
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This answers the research question, ‘How will the use of the framework language affect
the students’ written responses to texts containing visuals?’ As a preliminary ‘setting the
scene’ for understanding what the students’ written responses revealed, it must be
pointed out that the students were given a model of how to write a response to a text
containing a visual. The picture from the Illawarra Mercury about the floods was issued
to the students and a response that was constructed by the researcher was analysed with
the class in a “modelled reading lesson” (See below). The Guiding stage was treated with
the book One Less Fish as the teacher and students jointly analysed the book and wrote
up their findings in a work sheet which was largely organised according to the sections
of a response that the class and teacher had previously “discovered” from the earlier
model text. As we proceeded with the teaching of the response text type, it became
apparent that the students needed further support with another model text. This was
provided and it was constructed using the best paragraphs from the students’ own
responses to One Less Fish (See below). In this way support was given in a modelled
reading session in preparation for the next response text they were going to write. This
was also a way of acknowledging the success of the successful students, and at the same
time providing some further modelling to some of the students who needed it.

OUR WEEK AWASH
Personal Response
Our Week Awash is the title page of a Mercury 12-page floods special lift-out. It is the
beginning of a pictorial report by Mercury reporter Nick Hartgerink and various Mercury
photographers. Compared to Sydney papers, this front page seems to be more natural and
personal to Illawarra readers because it was put together, not from second hand news
stories, but from on the spot reports and photographers who were in the middle of the
disaster in their own home city.
The report sums up the devastation caused by the floods and tells of the bravery of the
people and the terror of the floods.
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The key feature of the visual text if the dramatic rescue that is in operation. Everything
else in the picture is connected to that rescue. The police and volunteers are rescuing a
family because of the surrounding flood waters which are surging around and through
the house. The rescuers and the rope form an eyeline to the house which looks fairly
large at the top of the picture. We all understand that there is a house that it is in great
danger because it is flooded right up to its window sills.
There are many actions happening in the picture. As your eye follows the rope from left
to right, you see men grabbing the rope, a policemen holding a woman in his arms, a
rescuer grabbing the rope while trying to steady the same woman, and another rescuer
holding a small child with his left arm.
The actions of the rescuers form a vector along the line of the rope in a diagonal line
giving the picture a sense of action and energy. The rescuers are moving with the
direction of the flood but bringing the rescued out in the opposite direction. The salient
part of the top picture is the man almost losing his balance with a vector formed between
his left hand holding the rope and the woman he is trying to keep steady. The
policeman’s hug also draws the eye to the rescued woman. This centre of interest tends
to cause a sense of uneasiness in the mind of the viewer. The anxiety of the viewer is
directed along the eyeline and down towards the lower picture where the eight year old is
being rescued.
Here again the viewer is shown some action to show how the girl was rescued. Their
gaze is interesting showing their exhaustion and struggle against the strength of the
floods. There is no frontal gaze towards the viewers. We see them at an angle and are
forced to think about their struggle and suffering and the heroism of the rescuers.
I think this photographic feature in the Mercury has succeeded in creating a point of
view for the reader/viewer to accept. The way the picture shows action against the raging
waters and the looks on the people’s faces helps the viewer to accept the danger,
exhaustion and heroism shown in the article. For anyone who has lived through this
week of continual rain and floods, the title “Our Week Awash” and the words “A
dramatic rescue” sums it up.
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Response to

One Less Fish

Context
(Sentences from another child). The book One Less Fish is about fish in the sea and how humans
are destroying their habitat, and it is written for everyone who uses the sea (Vicky).
Synopsis
(Sentences from another child)
(We are) to take care of our coral reef and all the oceans and of course the beautiful brightly
coloured fish and not to destroy it (Alice).
Description
(Excellent sentences from another child).
The illustrator used bright colours so you know what other people or even what you’re doing to the
reef. If you’re looking hard you will notice on one side of the page the box gests smaller so that will
mean there will be one less fish (Alice). The colours of the fish were really bright. It made the fish
stand out and also camouflage into the coral on some pages (Vicky).
(Excellent sentences from another child)
(Excellent sentences from another child)
(Excellent sentences from another child)
(Unfortunately) Most of the attitudes of the people are making the problems. They just
care about themselves and the fish want you to care (Bryce).
Judgement/Opinion
(Excellent sentences from another child)
It was a good book because it makes you think twice before you do something that may hurt the
environment and the sea (Vicky).

394

Visual Literacy Language Used by the Focus Group in their Written
Responses
The following is a summary of what the students of the focus group achieved in their written
responses to various stimulus pictures, some of them found in picture books others taken from
newspapers. A comparison was made between the language used in the earlier response and the
language used in the later response, particularly in terms of the visual literacy terms used and the
degree of critical analysis for which these terms were used.

Alice
Alice attempted to use grammatical resources for the visuals in analysing One Less Fish. She refers
to the message, colour sowing the beauty of the reef, diagonal lines for darting fish, the framework
gradually getting smaller and how “the colour emphasises how beautiful it is and what a shame it
would be to lose it.” She plays much more of the participant role of the reader/viewer as she
analyses the next one The Whales’ Song.
Alice is very involved in the lessons as evidenced in the videos. She interacts, listens and becomes
very animated in her deliberations as she grapples with analysing the pictures and getting to the
message of the book. She does this by using her own world experience and knowledge.
All four practices evident as she critically analyses her text and having thought about the
issues becomes a sympathetic reader/viewer to the cause. “I think the book will get the
message along to people who kill whales for fun very well. The photos are nice because
they look real so look after the whales otherwise they will disappear very quickly. I agree
with this because I love whales and I would hate (it) if they disappear”
Some interesting use of the language making connections with meanings and messages in the book.
“On pages 9-10 Lilly’s uncle Fredrick is up on a high angle so that gives most of the
power over Lilly and her Grandma. You can tell that Lilly is scared. ………………You can
tell he has most of the power because he is looking straight into Grandmother’s eyes.
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Uncle Frederick and Lilly are in the frame of the window and you can see that he is
angry because he is on an angle. On page 15-16 you follow the reading path turn right
and you will see Lilly dropping the flower in the water waiting for the whales to come and
sing for her.”
Due to their background in visual literacy, Alice and her partner were able to critically analyse the
picture study, even though few terms had been used. They were able to attend to the written as well
as the visual text, picking out the details of what’s happening and the body language of the
participants in the pictures.
Comparatively speaking, Alice had made certain progress in visual literacy using the terms of the
framework and adopting them to her own style of analysis and her oral and written presentations.
Right from the very start she was interested and engaged in using the language of the framework
for critical literacy purposes. She wanted to learn and see how these visual elements interacted with
one another to create meaning and the messages of the writer/illustrator.

Bryce
You can see that Bryce would benefit from using a metalanguage for analysing meanings within a
picture to help him go beneath the surface meanings.
Little language except very good sense of description but grappling for a language to
analyse the emerging meanings of the picture e.g. “as you can see in the top of the
picture”.
“the raging water is knee deep” (Writing analyses)
However without the technical language for practising his viewing Bryce has done an
excellent job describing the participants, their moods and feelings and their actions
(Writing analyses).
Little development from the last one. There is a better analysis and use of a metalanguage
in the following response on The Whales’ Song.
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Bryce showed an excellent use of chosen language resources for the purposes of analysis and
critique.
“The meaning of the book is to protect the whales. The book is saying if we don’t care of
them they might disappear. We should do this because they are so beautiful…. This book is
cleverly written. It uses similes such as “as big as the hills” which can be compared to the
pictures for further meaning. The gaze is well used as in pg 10 the gaze is used to set up

conflict or an argument between Uncle Frederick and grandma and Lilly. On pg 24 Lilly’s

gaze shows fascinations and excitement. The illustrator uses light to show expression in the
picture. The size and proportion is also well used. Compared to the fish the whales look
enormous. Great use of modal and attitudinal language to support line of argument e.g.
“they might disappear”, “We should do this”, “they are so beautiful”, “cleverly written”,
“can be compared”, and “gaze shows fascination and excitement” (Writing analyses).
The technical language has certainly helped Bryce describe more specific meanings and how
participants are positioned or are positioning others. However when comparing his earlier response
“Our Week Awash”, it is evident that he has dropped a little of his descriptive flair for language in
preference for his new found ability to analyse. The two really need to be combined.

Susan
She became involved with the pictures because they worked on her emotions. As a viewer. For
Susan the pictures met their intended purpose. However she didn’t realise that she was being
‘positioned’ or that she could approach the text critically.
Her written work with the Whales’ Song was disappointing. Although her oral contributions were
far more analytical and critical, he written response was very superficial with no deep and specific
analyses using the terminology and critiquing the message (Writing analyses).
With the picture study it was probably an equal effort with Denis – the analysis showing quite good
connections with the overall meaning (that Perkins completed the race): demanding the crowd’s
attention, glad facials and your eye finishing on his arm raised in triumph. You have to make some
of the connections yourself as the reader, but the inference is there” (Writing analyses).
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Tammy
The pre- response was an emotive recount of the scenes in the Woodlands floods. Tammy wrote,
“The photographer got on the emotional side of me. By showing me distressed people and little
girls being saved by angry men, I hope it will never happen again.”
There was little use of a metalanguage but certainly an interesting and detailed analysis showing the
human side to the tragedy.
In her response to One less Fish, Tammy delivered a good rendition of the main message but made
no link between the visual literacy terms and the meaning and message of the book. She spoke of
bright colours and contrasting shapes. Uses second person in the Opinion stage thus bringing the
issue back into her world and environment.
This certainly meets the social purpose in responding to and analysing the picture. It introduces,
describes but doesn’t give a judgement/opinion. However the descriptive analysis is quite detailed.
The analysis has made good use of the terminology.
“…The lady is looking at you and offering information The colour saturation is very warm and
it makes you feel very welcome. The frame work has captured the beautiful scenery. The lady is
central which make you focus on her. The dome framing makes you concentrate on the whole
picture. It is a medium shot as we don’t know much about her. Some complex sentences: “It is a
medium short as we don’t know much about her.” Plenty of participation in making meaning but
little critical thinking/analysis. Good use of the terms to explain the message that this is a beautiful
place.
However this was group work, and Tammy didn’t independently produce much written material
using the terminology. She seemed to work much better collaboratively as she did, with Denis, and
the evidence is there that the terms assisted the students in constructing their analysis and response
to the picture.
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Vicky
In her response to One Less Fish, Vicky merely referred to colour, although this was done to some
effect. “Colours were bright, the fish stood out and some were camouflaged into the coral”. Her
opinion was well expressed, and indeed the theme of environmental protection was constant
throughout the response.
Vicky’s response to One Less Fish was assessed as follows:
Context: Tells the theme and uses a metaphor to explain this.
Synopsis: Tends to explain the storyline in detail. Gives an opinion - And if you put a little in you
get a lot out of it.”
Description: She describes what she sees in two picture spreads. She mentions the happenings, how
she is staring with her face all lit up by the moon with her eye wide. She then tells the effect of this
facial expression. It is as if she is saying it’s true it’s true. What Grandma told me. She is amazed.
Surprised even.”
Opinion/Judgement: This section tends to be drawn out continuing the descriptive analysis. She
reiterates the episode where Uncle Frederick storms into the room and tells them “bending in a
curved position.” She then brings in Lilly’s and Grandma’s gaze. She qualifies this gaze with
“They are shocked, stunned, amazed that he would say something like that. She then brings in her
own “reading” of his attitude - Uncle Frederick is angry, mad and angry cross, he is looking down
at them like they are nothing to him.” She then rather ingeniously adds a further dimension to how
the artist has constructed this mood of antagonism by referring to the direction in which Uncle
Frederick is leaving the room, from right to left, “because he is against them”. She doesn’t say this
before she has mentioned the conventional way words and movement are conveyed in pictures.
That is from right to left. She has not used many technical terms but what she has used she has used
effectively.
The terms used were: direction, gaze, body curved position, face lit up with light, He is looking
down, actions or verbs in the picture, body position, movement direction modal adjectives such as
shocked, amazed, some modal adjuncts.
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Compared with her first effort on One Less Fish, in The Whales’ Song, Vicky has made better use
of visual literacy terms. She has used body language, position, gaze and direction to show the
illustrator’s message. Whereas in the first one she merely referred to colour, but still referring to
environmental protection throughout the response.
In the picture study she was able to establish the message that they are “trying to promote Olympic
cloths for children across the world……. That the best of a hundred get there art designs on towels
mugs boxers.”
There was plenty of descriptive analysis using terms. “Children getting into the spirit.”
They get into the use of body language and actions.
“In the picture there is affection, like carly is got playfully carle in a headlock and carly has got
hois head on Guy and they all join (in). That’s what the Olympics do with all the countries, We al
combined to make one big game. And they all got the same coulers as the olypick coulers. And
they have the same boxers on And it is showing us that we are all the same.”
Although few terms have been used their background in visual literacy has enabled them to
critically analyse this picture, attending to the written as well as the visual text, and picking up on
the details about what’s happening and body language.

Denis
Denis’s pre-response “Our week Awash” uses no visual analysis using a technical language. He
merely recounts the actions in the picture and other happenings from his knowledge of the floods.
There was a lot of feeling and empathy in his text using the attitudinal lexis.
For the Whales’ Song Denis discerns that “Grandpa Frederick is at a high angle and taking rule
over them and Lilly and Grandma are shocked.” He goes on to reveal that the objects behind
Grandpa are curved in a way to make him really tall and the rafters are positioned in the same way
the gaze that Uncle Frederick and Lilly have between them.”
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When referring to body language he explains that, “When Lilly and Grandpa Frederick is out on the
wharf Grandpa is leaning over Lilly again so it looks like he is ruling over her again.”
Denis has used a number of technical terms in the interpersonal relationships metafunction, and has
used them to show how the illustrator has constructed the characters. The high angle was to make
the characters appear shocked. However we can see that he has begun to use some of the visual
literacy metalanguage in his analysis of the picture in The Whale Song effectively. These terms
enabled him to talk about the interpersonal relationships set up between the Uncle, Grandma and
Lilly. He didn’t fully establish the identity of the Uncle and called him “Grandpa”.
In his analysis of the newspaper –picture, Denis shows an understanding of the message and a
descriptive analysis is certainly there, but a response or judgement about the photographer’s ability
to get a message across or position the viewer is missing.
“The picture has low saturation. His gaze is looking away from us he is demanding attention
from the crowd – the message is that he made it to the end. The backgropund is blurd. And the
back ground is even a lower saturation and his ar warm saturation his cap has high saturation
the faceshells are glard. It is a close up shot. Your eye well my goes to his face and then up his
arm”
There are some interesting comparisons between the colour saturations of Perkins and the
background, although he is a little confused about the meaning of colour hue. He made good
referral to the eyelines ending at his arm and an interesting assessment of gaze and the purpose of
his “looking” – demanding attention from the crowd.

Concluding comment on the written responses from Winston’s class
From the above comments about the written responses the students have written on the different
picture books, particularly those comparative comments, it can be seen that the language became a
tool for the students to deconstruct the visuals and organise their thoughts in sufficient detail to be
able to see what messages arise from their inductive thinking. This was true in the cases of Denis,
Vicky, Bryce and Alice. It did not turn out that way for Tammy and Susan.. Incidentally, Tammy
was in the “higher average” group and Susan was in the “lower average” group.
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All four practices of the reader were in operation during the students’ analyses of the texts, with
the emphasis on the first three i.e. decoder, participant and user. Bryce in particular was the one
who took on the practice of critically analysing the texts in question. In his writing he used the
terminology to get at the meaning being conveyed and in discussions took the occasional
subversive reading of the text and constructed an alternative rendering. Vicky on the other
hand used the terminology to construct the meaning and values being espoused, and embellished
it with her own attitude to the message created: “they are shocked, stunned, amazed that he would
say something like that…. Uncle Frederick is mad, angry and angry cross. He is looking down at
them like they are nothing to them.”
Alice also used the critical analyst role when she thought about how successful the book would be
in getting the message across and whether or not she would agree with its message. Here is her
critique of the message of the book, complete with her spellings in tact. “I think the book will get
the message along to people who kill whales for fun very well the photos are nice because they
look real so look after the whales otherwise they will disappear very quickly. I agree with this
because I love whales and I would hate if they disappear”

Finally, a table summarises the language used by the students in their written responses. It shows the
actual terms the focus group students used in their writing during the lessons observed and while
studying the specific texts mentioned earlier.
Visual literacy language used by the focus group students in their written responses
Denis

Vicky

Tammy

~high angle

#different kinds of

~looking at you

shapes

~offering

#object

~sizes

information

#curved

~colours really

#shape

bright
~positioned
#leaning over

~camouflage

~colour

~stand out

saturation??

~information

~the framework
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(body language)

~dome framing

#low saturation

~body language

#high saturation

~facial expression

~gaze

~gaze

~looking away

~face lit up with

~demanding

light

attention

~a curved position

~message

~looking down

~central
#the whole picture
~medium shot
#actions identified

#background
blurred

~right-left

#facials

~direction

#close-up shot

~body curved

#your eye goes

#actions identified

Susan

Bryce

Alice

#low saturation

~the meaning in

~bright colours

#lower saturation

the book

~a high angle

#gaze looking

~power over

away

#the top of the

~most of the

~demanding

picture

power

attention

~he is looking
~colour dull

~message
#background

~frame of the
~attitudes of the

window

people

~on an angle

blurred
#facials

straight

~the reading path
~meaning

~actions in the

~similes

picture identified
~message

#my eyes goes

~gaze

~colour (shows)

#your eye finishes

~Lilly’s gaze

~colour

shows fascination

emphasises

and excitement

~photos
~look real
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~the size

~diagonal lines

~and proportion

~framework

~uses light

~you can see that

~to show

~in the picture

expressions

there is
~that’s what the

~can be compared

(Olympics) do

to

~combined to

~the top of the

make

picture

~they have the
same
~it is showing us
that
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The Teaching-Learning Strategies Used to Teach Critical
Viewing – Teaching-Learning Strategies
The following answers the research question, ‘What teaching-learning strategies will the
teachers use?’

Focused viewing
Winston and the researcher found that we needed to focus our viewing. “You probably
have to break things down like looking at one double page for instance, and focus in on
the features of that double page how the illustrator used colour, shape eye movement,
line, direction - those sorts of things” (au. Int. 1967-1969).
When the students are directed to look at a stimulus picture which illustrates a visual
grammatical term, or better still a range of visuals showing variations in the use of one
term, the attention and learning is far more successful than just analysing many aspects
for a visual of a picture book. For instance many pictures of varying uses of gaze were
shown to the students who then were able to “pick up” excellent terminology about
various kinds of gaze – whether of not the gaze was an offer or a demand; of
information or goods and services.
A series of picture on the one visual term the, is highly successful in modelling
the visual literacy resource. For instance various gazes, different colour
saturations, different attitudinal angles.

Group work
With this particular class group work proved to be fairly successful because students
were able to collaboratively support each others’ learning and therefore increase their
capabilities in analysing and getting to the deeper meanings within texts. Collective
responses proved to be much greater than an individual’s potential for learning (vi. 549
many other refs). Group work is always an excellent way for pooling ideas and
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providing guidance in textual analyses. The better able students in visual literacy
activities, will support students who are at a loss as to where to begin or who need a few
pointers and suggestions in where to “enter” the picture using the visual grammatical
resources available (au. 1972-75; vi. 549).
Girls and boys next time we do this we are going to break up into groups,
because by then you will have enough terminology to be able to analyse a
picture yourselves, and to criticise it, and you will be able to do a lot more than
what we are doing at the moment but we need to do it together, to be able to
use the terminology, but soon we will get you into groups to analyse it using
your own responses (VI.549)
The class teacher Winston, during an interview was able to hint at these specific
instances or episodes in which the students were able to use the language for critical
purposes:
W OK We are looking at things like well colour was one in particular
that was an obvious one in One Less Fish. Now the use of bright
colours made the Great Barrier Reef look like a wonderful place and
worth preserving and so on. (au. Int. 1960-1964).
From the above quotes it can be seen that the students were able to discuss different
aspects of the message and intent of the writer and illustrator. This came during and
after we had began to analyse the first few pages of the book using such aspects as
shape, colour, line. Direction and colour saturation. Students were able to
collaboratively construct as well as individually volunteer their ideas, ‘readings’ of the
book even if it was to take a subversive stance to the text, and construct a possible
fishermen’s or oilman’s response to the main message of the book. There are other
examples of this kind of subversive reading constructed by particular students. Bryce
for instance, when asked to consider the relationship between people in the book and the
fish, was heard say, “It’s OK to spear fish but don’t take them under sized.
Cooperate....” and Tammy was recorded to respond with, “They think they will come
back if they ....... 1.27” (vi. 7-10).
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A lot of teacher/ student co-operative analysis happened throughout this case study.
The teacher would initiate the inquiry into the picture, and steer or guide the students
into analysing the component parts which function to realise the social purpose or
message of the episode. This was done with the aid of the visual literacy language from
the framework which has been highlighted in the data quotes. Again the data is replete
of such examples.
Within the recorded data, there are many “critical episodes” which would be worth
recording here, but some will suffice to show the teacher student interaction and their
use of the visual literacy language as they strive to construct meaning together. The
first picture analysed was the one with the whales frolicking in the ocean. The picture
shows them in diagonal directions with lines on their stomachs and smaller fish darting
in curved directions.
~St The diagonals on their stomachs makes them look faster au. 432,
vi. 388, vi. 383-408, au. 1807.
Cathy The diagonal lines are their stomach - makes them look active
or something - whereas
C Diagonal lines make them look active whereas horizontal lines
make them look as though there is not much action. Now there were a
lot of ideas there let’s have them one at a time.
18.03
Denis With the fish, they’re really (kids seem really involved) small.
Because if you don’t have things really involved like that they look
really flat. They’ve got them curving around them. It really makes
them (motioning with hand in a long and low curved shape)
18.20 St Going away. D Like they are round (motioning with his hand
<>).
C Right. Is there an action with those little fish? Is there an action
there?
D No it just looks like they’re circling.
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C OK That’s the action. They’re circling.
Bryce Looks like they’re coming out of nowhere
St I think they’re coming out of the whale (looking smug).
C They’re circling - coming from nowhere, they’re circling around the
whale. Why do you think they are circling around the whale?
Vicky Don’t they feed off the whale?
Denis If they drop stuff they
St They bite them back. (vi. 391-408)
The next critical episode we need to consider is centred around the concept of
gaze which always features very strongly in this picture book. This episode in
the data is interesting in so far as the participants are really entering into the
“gaze” of grandma and Lilly. They are participants in constructing the
meaning that is projected by the gaze. They become so much involved that
they almost enacted the role of the characters in their enthusiasm to
visualise what they saw, feel what they felt and believe what they believed.
Susan It’s telling you the story there (turning to the page where
Grandma tells Lilly) and then its like trying to tell you the story the
whole way through.
24.08
C Predicting You are saying the details in the written text are
predicting what’s coming on in the book. That’s well done Susan - I
was hoping someone would bring that up. OK. We are going to look at
what we call Gaze.
24.40
2 Sts Two looking interested
St One knows it and the other is interested (laughing).
Vicky It’s like you said, she looks really interested but (motioning to
Grandmother with pencil) but Grandmother looks lovingly and as
though it’s true.
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(Vicky really involved - body language and gestures.) Looking at
Grandma, Lilly and me.
Alice It’s a true story (gazing at me with meaning) It’s like a fantasy.
Bryce She’s looking enthusiastic and she’s just started the story.
25.20
Alice (motioning with hands , < >) Keep going - I want to see what
happens.
C I want more
Susan Make it like make it really true (Denis tired but listening, but
not entering).
(vi. 487-505.
C …….Have a look at the gaze of this girl – the last pic.
Alice She’ s gazing at us.
Vicky Well she is looking at us to say it is really true she is staring at
the people who read this book saying it’s true what her grandmother
said and it’s Uncle Freddy as well.
C What is the message she is trying to get across to the viewer?
V That it’s true um if you believe
St If you believe you can receive (au. 760-767).
The next episode moves the analysis of gaze into the realm of where the characters are
looking and where the direction of their looking is restricted to within the bounds of the
picture.
Denis Vectors like .....the gaze looking straight through from the
grandmother’s eyes straight through to the flowers. Straight out to the
centre and towards the water.
C What were you going to say?
St eyelines.
C …… Our eyelines go directly out to sea because of the vertical
frame on the window (au. 1183-1188).
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The next episode shows how the teacher and students relate facial expression, gaze,
attitude and angle to give the overall impression that Uncle Frederick is creating.
C Turn to pp 9&10 (while waiting for RFF)
This picture is crucial because it probably summarises the entire book,
I’ll let you now analyse it.
V Lilly looks really scared.
C Right why is she looking scared?
V He’s yelling at her.
Bryce She looks shocked.
C What in the picture makes them look shocked?
S Her eyes are really white and the
A Her mouth is open and she is looking up sort of at him.
C She’s looking up to him.
A Like he’s looking more powerful.
C Which way is he looking?
Sts Looking down.
Ane lese The gaze line
C The gaze line
A Grandma is going straight up to him and she is going up to him, they
are sort of looking like it’s true but you’re not going to believe it.
Denis She’s scared - she’s got her shoulders slumped down and
looking up.
C The body language.
Vicky Uncle Frederick is looking down on her so she looks really
small, and we can’t do anything about it. Frederick is looking down on
her to make her look small and like frightened and like she’s being
useless. Like she’s small and means nothing.
St Yeah I agree
Vicky Yeah
C Girls and boys you are at the stage now that you can almost analyse
these pictures yourselves. You are starting to use the terminology, and
get the meaning out of it. You’ve understood that Uncle Frederick has
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the power here, for a little while, he’s got the power here. He’s got his
story, and Grandma’s got her story. There is a huge clash isn’t there?
Between the two stories. I wonder who’s going to win in the end?
C What were you going to say?
Susan I think grandma’s going to win and Uncle Frederick’s on a
diagonal line and so its looking more like you’re in trouble and you’re
angry (au. 1640-1671).

Class teacher and student interaction
So far we have been considering teacher and student interaction in terms of critical
episodes, in as much as has been implemented by the researcher acting as the teacher
for the purposes of modelling to the classroom teacher the kind of analyses that can be
done using the chosen books. This gave the teacher more time to become familiar with
the terms and approaches to analysing visual texts. While modelling different lessons
with the other teachers involved in the project, the researcher found it necessary to do
more demonstration lessons in this case study so that the teacher felt more comfortable
with the terminology and the various approaches one may take when teaching visual
literacy. As a consequence Winston was quite sure of his approach and lesson material
when he taught viewing. We chose a series of lessons which he felt comfortable with
and which were self contained. One was to do with revising the terminology they
already had in a lesson design to critically analyse some magazine and newspaper
pictures and advertisements. This was critical in the sense that they had to not only
know what the illustrator meant but were supposed to participate in constructing the
message and work out how the viewer may be positioned. The first lesson was one in
which the students had to critically analyse pictures provided by myself as a revision of
the visual literacy done thus far, whole the latter lesson was prepared by the teacher
with less help and hints about possible analyses. He collected his own newspaper stories
and advertisements and provided the suggested scaffolded questions using the same
format as the response text type. The following was a revision list of terms written on
the black board.
Revising terms and questions
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The illustrator’s purpose
The setting
Where is it?
When it is happening? the people, events
Places
Objects
How they relate to each other
Close shots (St: to see the whole face)(Dr bird’s eye view Uncle
Frederick)
Long shots
Medium shots
W “And it’s all for a purpose for what the illustrator is trying to get
across in the message.”
Known or Given information (St “on the left”)
On the right is usually the New
Colours – warm
Sts: reds, yellows
Coolness (St: blue greenish colours
Colour saturation (St: there is a lot of colour)
(Susan: If you are doing all different colours……….your eyes just stop
on that one bright colour).
When might you use low colour saturation?
Dr stand out – put it in the centre.
Size
Shape
Salient (L: the thing that stands out the most)
Gaze and how they relate to the meaning as well
Contours
Lines and how lines are clues vi. 716-792
#C diagonal direction – motion and impetus (au. 1807; vi. 716-792).
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The video transcript of Winston’s interaction with the class about the list of visual
literacy terms he had devised himself from what the researcher had taught, gives a better
assessment of the students’ fairly good understanding of what each visual resource
means.
W I’ve cut out some pictures with regards o all these terms up here
(points to bb). We’ve got all the things we have talked about with Mr
Hadfield - all the Visual Literacy Things. We are going to apply them
to some pictures. Let’s just refresh our memories of what these things
are.
This is pretty obvious - the illustrator’s purpose, what the illustrator is
trying to say with their picture,
St or photograph
W or photograph.
The setting.
St Where it is
W Where the picture takes place?
19.28
W And perhaps when it is happening as well.
W This is important - the people, events, place objects, and animals,
perhaps in picture and how they relate to each other. That’s quite an
important thing.
Sts all respond

Summary - the Teaching-Learning Strategies Used
Basically the researcher did much of the teaching to begin with and the first activities we
did was to allow the students to analyse and respond to some pictures of the Woodlands
floods so that they could produce a pre-test written response to a text containing visuals.
From then on the researcher introduced the books as one would normally introduce a
picture book using the “shared book experience” in which students predict what the
story is to be about, what the content is likely to be and what the author needed to know
about in order to write the book.
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The students were introduced to analysing the purpose, meaning and message of the
book with the researcher modelling how to gain meaning and construct it using the
language from the framework.. Work sheets were prepared so that the students could
follow a logical analysis of the book that enabled them to move from the whole text into
its episodes and even member sections. They were able to use the language of visual
literacy themselves as the researcher scaffolded them in using it. Further than that they
were able to use it at a critical level where they not only constructed the message of the
illustrator or author but also responded with some level of “reading” or viewing of the
text.
So what we called ‘guided viewing’ was where the students viewed the first
few pages with the teacher who modelling the analyses, and provided
opportunities to jointly view, analyse and respond to pages read and viewed.
The transcripts are replete with such examples:
C Girls and boys you are at the stage now that you can almost
analyse these pictures yourselves. You are starting to use the
terminology, and get the meaning out of it. You’ve understood that
Uncle Frederick has the power here, for a little while, he’s got the
power here. He’s got his story, and Grandma’s got her story. There
is a huge clash isn’t there? Between the two stories. I wonder who’s
going to win in the end? au. 1664-1671.
Winston also, found that we needed to focus our viewing. “You probably have to break
things down like looking at one double page for instance, and focus in on the features of
that double page how the illustrator used colour, shape eye movement, line, direction those sorts of things” (au. Int. 1967-1969). With this particular class group work proved
to be fairly successful because students were able to collaboratively support each
others’ learning and therefore increase their capabilities in analysing and getting to the
deeper meanings within texts. Collective responses proved to be much greater than an
individual’s potential for learning. vi. 549 many other refs. Group work is always an
excellent way for pooling ideas and providing guidance in textual analyses. The better
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able students in visual literacy activities, will support students who are at a loss as to
where to begin or who need a few pointers and suggestions in where to “enter” the
picture using the visual grammatical resources available. Winston the class teacher also
found that group work was preferable to teaching individually because “their work
could work off each other” (au. 1972-1975).
Girls and boys next time we do this we are going to break up into
groups, because by then you will have enough terminology to be able
to analyse a picture yourselves, and to criticise it, and you will be able
to do a lot more than what we are doing at the moment, but we need to
do it together, to be able to use the terminology, but soon we will get
you into groups to analyse it using your own responses (vi. 549).
There are a range of strategies which were effective in demonstrating a point of guiding
the students into a visual analysis of the visual text in question. One was to close your
eyes and opening them to see what you notice first or where your eye comes to rest au.
189. This strategy helps discover what aspect of the picture is central and is good for
teaching aspects of salience and where eye lines lead you and finish up.
A good activity for establishing the visual written connection as well as for teaching the
adverbial expressions within a picture, is to read out the adverbial phrases discovered in
the written text while the students scan the visual text to see if they are included au.
517-538. vi. 452-480.
Of course the importance of verbally deliberating and analysing texts with
visuals cannot be over emphasised. When a student is given opportunity to
talk out his or her analysis of a picture and the meanings contained therein, it
helps them construct in their own minds and in the minds of the hearers, the
messages, values and ideologies contained in the text vi. 614. The
transcriptions are replete with examples where this is allowed to happen.
However in most cases the teacher at times has been eager if not excited in
sharing their own interpretations so much so, that some students didn’t have
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the time to finish what they were saying. The other side of the coin here is that
most teachers wanted to keep the lesson and interest moving and rightly so.
Sts discuss where their eye travels within the boundaries of a picture au. 1282-99.
Where revision was necessary of the terms used and how one approaches analysing a
picture, a rest was taken from analysing a picture book right through, and students were
allowed to view and critically analyse cut out pictures from newspapers. This not only
provided a variety in material and interest, but also helped to focus the analysis and use
of terminology to the critical concerns and issues related to just one visual rather than a
whole series. When the students were given the opportunity to analyse their own visual
in groups they were quite involved in their reconstruction of the ‘story’ or message that
the picture of advertisement had to offer. A sense of ownership was evident in the
videoed presentations as cited in the picture studies above. The following excerpts
illustrate this:
St Bike -- serious injuries This picture is telling you to be cautious
when you...... By the look on his face it seems as though he is in a lot
of pain. This is a mid-shot. It is not too far away, and it is not too
close either. He is showing his pain and he is showing it personally.
We are looking on with a bird’s eye view to show how much pain you
can go through if you are not too careful. The eye travels from L to R.
First you see the bike wheels and how mangled it is, and then the
man ?. Black and white shows you that it happened in the past, but
that does not mean it won’t happen again. There’s not really much
framing except for the white lines on the road. This picture seems to
be about a boy and what could happen in the picture. au. 1727-1733.
~Two students mid shot, bird’s eye view showing how much pain if
you are not careful vi. 831.
~ Girls - Boxing picture Mohamed Ali
Movement by diagonal lines, facial expressions: violet and anger. Ali
is put up high to make him look bigger and more fierce - close up
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shot to show the pain and the facial expressions. Eyes first travelled
to M Ali and then to Joe Frazer. Ali’s gaze is to J Frazer. J Frazer’s
gaze is to us. On RH is the Given about M Ali and on the LH is the
New information. Their faces are demanding that you look at this
picture and that you read about it.

C: Fantastic! vi. 840-848/au.

1741-1748.
~Denis 30.45 Susan: picture has low saturation. Gaze is away from
us. He is demanding attention from the crowds and not us because he
is not looking at us. Background is even lower saturation. His yellow
cap has high saturation. When you look at it your eyes go to his face
and travel up the arm vi. 858. au. 1752-1755.wk sample.
V GOOD
Although we had a list on paper and we used it in revising the terms using
pictures, in teaching the terminology, Winston felt that we should have had
more scaffolding i.e. a chart o f the terms up in the room (au. 2009).

Conclusion
Winston was able to write notes, which he gladly shared with me. It is testimony to his
interest in the area of visual literacy and his willingness to learn and discover ways of
approaching it.
Winston’s interest in the area of Visual literacy were testified by his notes and close
observation of the lesson and interaction. We have seen what he saw, the close
interaction of the students and the teacher as they viewed two picture books and selected
pictures form newspapers and magazines.
Most of the interaction was in the declarative and interrogative mood, allowing students
free course to offer an observation, finding or analysis. This was then followed by
another statement by the teacher of a question to guide and direct the children into a
more comprehensive analysis. The teachers and students were both able to utilize many
417

terms from the framework of visual literacy. The new framework will be testimony to
this achievement latter in this case report.
Applying the four practices of the reader it was evident that much of the interaction was
practising decoding as the students deconstructed the different elements of the visual in
order to make the meaning. Then there was very much a text participant practice as
students participated in constructing meaning using their knowledge of visual literacy
resources and the way picture are constructed. The did not “use” the texts in any way to
make another text or do a particular task except analyse and respond to it and create a
written response to the text. What we did do was the practice of analysing the text for its
messages, and intended and unintended values. In some instances this was further
critiqued by some students in a “subversive” reading of the text and the projected
meanings (Combes, 1998).
When using the terminology, the teachers and students were better able to give substance
to what they viewed as the meaning and the message they had constructed. Sometimes
they became rather dogmatic in their deliberations but argued in such a way that showed
that they knew where their argument was leading to. In other words the language eof the
framework helped them to do this. Whether it was the highly saturated yellow to make
the moorish idols stand out in the Great Barrier Reef, or the angular bird’s eye view of
Uncle Frederick storming out on Grandma and Lilly showing his anger and disgust
towards the other two because of what they believed, the language helped them construct
this. Not only were they able to ascertain the practices that are valued, but also take a
subversive stance to the text, and construct a possible fishermen’s or oilman’s response
to the main message of the book.
I think the important thing here is that the teacher scaffolds the students with the kind of
questions that elicit the students’ responses. Sometimes these are question answer
interactions and sometimes statement for statement.
Perhaps the words of the class teacher will sum up what happened when the teachers
used the framework.
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W It worked well with the media I was doing because of a lot of pics
photos - Mercury excursion. We were able to relate to that.
And the input earlier - The Whale Song and one Less Fish - the picture
books. I was able to use the language for visual literacy and it came
out there, and apply that to the pictures in the media work. They were
working very well.
C Did it enhance the student’s learning in critical literacy?
W I’m sure it did.. I know I learnt a lot and the kids were very
attentive during the lessons generally speaking. They were using the
language of visual literacy to describe the pictures and how that
related to the meaning of the text as well.
C How have you used the model?
W I’ve taken the terminology from the model and been able to apply
that to One Less Fish and The Whale Song as well as the newspaper
cuttings. The pictures and photographs from the photographs as well
as looking at advertising and certainly using the language of the
model. It wasn’t a problem of applying it to those texts (au. 19371949).

What the Teachers and Students Said About Using the Language
of the Framework – Teachers’ and Students’ Statements about the
Language of the Framework
This answers the research question, ‘What will the teachers and students say about
using the language of the framework?’
From the interview question, ‘Do you think this is a good model now for
helping children across NSW to understand what they vie win pictures?’ the
students agreed that the framework terms would help the students in their
understanding of pictures (au. Int. 2785-86). However Denis made the
interesting observation that, “probably any younger than us wouldn’t
understand it all that, like if you tried to teach Yr 2 or 3 this thing I don’t think
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they would really understand……..some of them are not that easy for them.
They are still learning about verbs and things” (au. 2787-91). Susan
volunteered, “You go into big words and then you explain it and then it helps
you understand” (au. Int. 2792). Three students felt that you could introduce
the terms the first few days, they wouldn’t (understand), then they run it over
us again” (au. Int. 2800). Then the researcher suggested that you could use
some of the easier terms to which they volunteered “light and dark, actions,
patterns. We didn’t know what contour was” (au. Int. 2801-2802).
Upon interviewing Winston it was established that he was able to give input
for The Whale Song and one Less Fish in which he was able to use the
language for visual literacy and “it came out there”. He was then able to apply
it to the pictures in the media work. “They were working very well” (au. Int.
1939-40).
When asked, “Did it enhance the student’s learning in critical literacy?”,
He replied, “I’m sure it did. I know I learnt a lot and the kids were very
attentive during the lessons generally speaking. They were using the language
of visual literacy to describe the pictures and how that related to the meaning
of the text as well” (au. Int. 1942-44).
He further explained that “the students did need scaffolding” and that they didn’t really
use the terminology when we got them to write a response to a piece of visual literacy
and so they needed “some scaffolding and some examples and some modelling there”
such as examples of descriptions, synthesis, noun groups, centrality and so on (au. Int.
1950-57).
When asked, “What effect has the analyses had on the student’s writing? Tell me how
you taught the students to write their written responses,” he made a comparison between
their initial responses and the latter written responses. “Their initial responses at the
start of the work were - didn’t have the detail in the description and since that time they
have been able to become more critical and add more detail talking about things such
as gaze and how it is used to convey meaning and colour and so on. The illustrator’s
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and author’s purpose, and also forming their own judgement and opinion of the
book as well. The kids have been able to give more details. The responses are more
accurate responses I guess” (au. Int. 1990-1996).
Winston realised that his class needed to have the terminology with examples along side
published in the form of a chart in the room. All the other teachers said the same thing.
Finally the researcher asked if there were any parts of the model which were
found to be difficult to understand or difficult to use, and what changes or
improvements would be suggested for the framework? Winston stated that the
model was probably an outline he needed. “I needed some work having things
explained to me. Your help in the classroom was good too. Model a lot of
those aspects.” On the other hand he did not think that anyone could pick up
the model and run with that without “a bit more clarification and a bit more
explaining of the terminology used in the model for your average teacher”
(au. Int. 2012-2019).
Regarding the quantity of visual literacy terms and resources in the
framework, the researcher related that there were too many for Year 6 and that
the Year 7/8 teachers thought it was a good guide for Year 8 as it stood. He
agreed that there was a lot in the framework, however he said that “perhaps
what we’ve touched on would be a good basis for what were touching on in
Stage 3. There might be a few more things you could throw in. That was only
a term’s work.” He thought that this might be a good suggestion for the
middle years. For year 5 you are looking at a certain number of things and
then you increase that number in Years 6,7 & 8.
Clearly, both the students and the teacher thought the framework had been useful for
their analyses of the visuals in the picture books, but needed some modification for
levelling the terms for different stages, in this case Stage 3 and Stage 4. So Winston’s
suggestion for using what they had used as a starting point for Stage 3, may be
acceptable when finalising the new framework” later in the study, and using the
framework as it stands, with minor alterations due to classroom practice for Stage 4.
Winston’s comment that the framework cannot stand alone for a teacher to pick it up
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and use cold also needs to be considered. Teachers need that support and guidance in
how to critically analyse texts with visuals using the language of the framework. And
indeed we have striven to meet that need with the researcher providing inservicing,
support and guidance in the classroom during guided “viewing lessons”, which resulted
in sequences of “critical episodes”.

The Contributing Factors for the Critical Viewing of Texts
Containing Visuals – Contributing Factors Supporting Critical
Viewing
This is in answer to the question, ‘What factors will contribute to the critical viewing of
texts containing visuals?’
For this category the major concepts from the descriptive summaries used for two other
categories were used. That is the ‘Summary - the teaching learning strategies used’ and
the ‘Overall summary of the data from Winston’s Case study’.

Concepts from Summary - the teaching learning strategies used
Basically the researcher did much of the teaching to begin with and the first activities we
did was to allow the students to analyse and respond to some pictures of the Woodlands
floods so that they could produce a pre-test written response to a text containing visuals.
From then on the researcher introduced the books as one would normally introduce a
picture book using the “shared book experience” in which students predict what the
story is to be about, what the content is likely to be and what the author needed to know
about in order to write the book.
The students were introduced to analysing the purpose, (text purpose)meaning and
message of the book with the researcher modelling how to gain meaning and construct it
using the language from the framework. Work sheets were prepared so that the students
could follow a logical analysis of the book that enabled them to move from the whole
text into its episodes and even member sections. They were able to use the language of
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visual literacy themselves as the researcher scaffolded them in using it. Further than that
they were able to use it at a critical level where they not only constructed the message of
the illustrator or author but also responded with some level of “reading” or viewing of
the text.
So what we called ‘guided viewing’ was where the students viewed the first
few pages with the teacher who modelling the analyses (viewing processes),
and provided opportunities to jointly view, analyse and respond to pages read
and viewed. The transcripts are replete with such examples:
C Girls and boys you are at the stage now that you can almost
analyse these pictures yourselves. You are starting to use the
terminology, and get the meaning out of it. You’ve understood that
Uncle Frederick has the power here, for a little while, he’s got the
power here. He’s got his story, and Grandma’s got her story. There
is a huge clash isn’t there? Between the two stories. I wonder who’s
going to win in the end? au. 1664-1671.
Winston also, found that we needed to focus our viewing. “You probably have to
break things down like looking at one double page for instance, and focus in on the
features (focused viewing) of that double page how the illustrator used colour, shape
eye movement, line, direction - those sorts of things” (au. Int. 1967-1969). With this
particular class group work proved to be fairly successful because students were able to
collaboratively support each others’ learning (group discussion) and therefore
increase their capabilities in analysing and getting to the deeper meanings within texts.
Collective responses (group discussion) proved to be much greater than an
individual’s potential for learning. vi. 549 many other refs. Group work is always an
excellent way for pooling ideas and providing guidance in textual analyses. The better
able students in visual literacy activities, will support students who are at a loss as to
where to begin or who need a few pointers and suggestions in where to “enter” the
picture using the visual grammatical resources available. Winston the class teacher also
found that group work was preferable to teaching individually because “their work
could work off each other” (1972-1975).
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Girls and boys next time we do this we are going to break up into
groups, because by then you will have enough terminology to be able
to analyse a picture yourselves, and to criticise it, and you will be able
to do a lot more than what we are doing at the moment, but we need to
do it together, to be able to use the terminology, but soon we will get
you into groups to analyse it using your own responses (vi. 549).
There are a range of strategies which were effective in demonstrating a point of guiding
the students into a visual analysis of the visual text in question. One was to close your
eyes and opening them to see what you notice first or where your eye comes to rest au.
189. This strategy helps discover what aspect of the picture is central and is good for
teaching aspects of salience and where eye lines lead you and finish up.
A good activity for establishing the visual written connection as well as for teaching the
adverbial expressions within a picture, is to read out the adverbial phrases discovered in
the written text while the students scan the visual text to see if they are included au.
517-538. vi. 452-480.
Of course the importance of verbally deliberating and analysing texts with
visuals cannot be over emphasised. When a student is given opportunity to
talk out (talking out text) his or her analysis of a picture and the meanings
contained therein, it helps them construct in their own minds and in the minds
of the hearers, the messages, values and ideologies contained in the text vi.
614. The transcriptions are replete with examples where this is allowed to
happen. However in most cases the teacher at times has been eager if not
excited in sharing their own interpretations so much so, that some students
didn’t have the time to finish what they were saying. The other side of the
coin here is that most teachers wanted to keep the lesson and interest moving
and rightly so.
Sts discuss where their eye travels within the boundaries of a picture au. 1282-1299.
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Where revision was necessary of the terms used and how one approaches analysing a
picture, a rest was taken from analysing a picture book right through, and students were
allowed to view and critically analyse cut out pictures from newspapers. This not only
provided a variety in material and interest, but also helped to focus the analysis and use
of terminology to the critical concerns and issues related to just one visual rather than a
whole series. When the students were given the opportunity to analyse their own visual
in groups they were quite involved in their reconstruction of the ‘story’ (group
discussion) (or message that the picture of advertisement had to offer. A sense of
ownership and engagement with the text (ownership of analysis) was evident in the
videoed presentations as cited in the picture studies above. The following excerpts
illustrate this:

St Bike -- serious injuries This picture is telling you to be cautious
when you...... By the look on his face it seems as though he is in a lot
of pain. This is a mid-shot. It is not too far away, and it is not too
close either. He is showing his pain and he is showing it personally.
We are looking on with a bird’s eye view to show how much pain you
can go through if you are not too careful. The eye travels from L to R.
First you see the bike wheels and how mangled it is, and then the
man ?. Black and white shows you that it happened in the past, but
that does not mean it won’t happen again. There’s not really much
framing except for the white lines on the road. This picture seems to
be about a boy and what could happen in the picture. au. 1727-1733.
~Two students mid shot, bird’s eye view showing how much pain if
you are not careful vi. 831.
~ Girls - Boxing picture Mohamed Ali
Movement by diagonal lines, facial expressions: violet and anger. Ali
is put up high to make him look bigger and more fierce - close up
shot to show the pain and the facial expressions. Eyes first travelled
to M Ali and then to Joe Frazer. Ali’s gaze is to J Frazer. J Frazer’s
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gaze is to us. On RH is the Given about M Ali and on the LH is the
New information. Their faces are demanding that you look at this
picture and that you read about it.

C: Fantastic! vi. 840-848/au.

1741-1748.
~Denis 30.45 Susan: picture has low saturation. Gaze is away from
us. He is demanding attention from the crowds and not us because he
is not looking at us. Background is even lower saturation. His yellow
cap has high saturation. When you look at it your eyes go to his face
and travel up the arm vi. 858. au. 1752-1755.wk sample.
V GOOD
Although we had a list on paper and we used it in revising the terms using
pictures, in teaching the terminology, Winston felt that we should have had
more scaffolding i.e. a chart of the terms up in the room (au. 2009).

Conclusion
Winston was able to write notes, which he gladly shared with me. It is testimony to his
interest in the area of visual literacy and his willingness to learn and discover ways of
approaching it:
Winston’s interest in the area of Visual literacy (teacher commitment) were testified
by his notes and close observation of the lesson and interaction. We have seen what he
saw, the close interaction of the students and the teacher as they viewed two picture
books and selected pictures form newspapers and magazines.
Most of the interaction was in the declarative and interrogative mood, (group
discussion) allowing students free course to offer an observation, finding or analysis.
This was then followed by another statement by the teacher of a question to guide and
direct the children into a more comprehensive analysis. The teachers and students were
both able to utilize many terms from the framework of visual literacy. The new
framework will be testimony to this achievement latter in this case report.

426

Applying the four practices of the reader it was evident that much of the interaction
was practising decoding as the students deconstructed the different elements o9f the
visual in order to make the meaning. Then there was very much a text participant
practice as students participated in constructing meaning using their knowledge of visual
literacy resources and the way picture are constructed. They did not “use” the texts in
any way to make another text or do a particular task except analyse and respond to it and
create a written response to the text. What we did do was the practice of analysing the
text for its messages, and intended and unintended values. In some instances this was
further critiqued by some students in a “subversive” reading of the text (individual
critical viewing) and the projected meanings (Combes, 1998).
When using the terminology, the teachers and students were better (critical viewing
metalanguage) able to give substance to what they viewed as the meaning and the
message they had constructed. Sometimes they became rather dogmatic in their
deliberations but argued in such a way that showed that they knew where their argument
was leading to. In other words the language of the framework helped them to do this
(language connections with critical literacy). Whether it was the highly saturated
yellow to make the moorish idols stand out in the Great Barrier Reef, or the angular
bird’s eye view of Uncle Frederick storming out on Grandma and Lilly showing his
anger and disgust towards the other two because of what they believed. Not only were
they able to ascertain the practices that are valued, but also take a subversive stance to
the text, and construct a possible fishermen’s or oilman’s response to the main message
of the book.
I think the important thing here is that the teacher scaffolds the students with the kind of
questions that elicit the students’ responses (critical questioning). Sometimes these are
question answer interactions and sometimes statement for statement.
Perhaps the words of the class teacher will sum up what happened when the teachers
used the framework.
W It worked well with the media I was doing because of a lot of pics
photos - Mercury excursion. We were able to relate to that.
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And the input earlier - The Whale Song and one Less Fish - the picture
books. I was able to use the language for visual literacy and it came
out there, and apply that to the pictures in the media work. They were
working very well.
C Did it enhance the student’s learning in critical literacy?
W I’m sure it did.. I know I learnt a lot and the kids were very
attentive during the lessons generally speaking. They were using the
language of visual literacy to describe the pictures and how that
related to the meaning of the text as well.
C How have you used the model?
W I’ve taken the terminology from the model and been able to apply that to One
Less Fish and The Whale Song as well as the newspaper cuttings. The pictures
and photographs from the photographs as well as looking at advertising and
certainly using the language of the model. It wasn’t a problem of applying it to
those texts (au. 1937-1949).

Concepts From Overall Summary of the Language of the
Framework, Its Use and the Way it Was Taught.
From an examination of all the categories in this case study certain
observations are beginning to be apparent regarding the language of the
framework, the use of the language and the way in which the language of the
framework was taught. These findings are tentative and apply to the classroom
and educational context in which the teaching and learning took place.
1. The analyses of the data showed several instances where it seemed to be possible to
connect the visual literacy terms with the meaning and message of the visual text
(application of language; critical viewing metalanguage; language connections
with critical literacy). It follows that when the teacher asks the right questions these
connections can be made. In quite a few of the transcripts, the students were able to
deconstruct meanings using the language of visual literacy, but needed a further probing
question before a link could be made with the message of the visual text. Questions
beginning with “Why”, “How” or “Tell me more about”, help connect with the message
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e.g. “Why has the illustrator chosen a high attitudinal angle for this character?” or “Tell
me about the effect of the highly saturated colour in this picture.” This extract on gaze
shows how the teacher was able to refocus the textual analysis on the message of the
text.

C ……Have a look at the gaze of this girl – the last pic.
St 3 She’ s gazing at us.
St 5 Well she is looking at us to say it is really true. She is staring at
the people who read this book saying it’s true what her grandmother
said and it’s Uncle Freddy as well.
C What is the message she is trying to get across to the viewer?
St 5 That it’s true um if you believe
St3 If you believe you can receive (au. 760-767, vi. 487-505).
The data seems to show the benefits of pairing visual literacy terms when using
critical and analytical (semiotic interdependence) approaches to understanding texts
e.g. gaze and kind of shots with interpersonal relationships, and attitudinal angles with
power relations. The data also seems to show how the teacher’s questions need to be a
juxtaposition of the framework language and critical thinking, (language
connections with critical literacy) or at least critical literacy questions need to be
asked when the students are using the language of the framework. During the research,
worksheets were a fairly good guide because they modelled using not only the language
of visual literacy, but also how it was used for the purposes of critical literacy. (What is
the message this illustration is getting across? How are you positioned as a
reader/viewer? Do you agree with the message?)
2. The teachers in this case study seemed to acknowledge the importance of being able
to model an analysis of a visual text (modelled viewing), both orally and in writing.
There were many times when the teacher first analysed the visual text using the terms
from the framework before allowing the students time to analyse the text themselves.
Guided viewing occurred when, opportunities were provided to jointly view
(collaborative analysis), analyse and respond to the pages that proceeded the
modelling. Guided viewing also occurred when the teacher was guiding the discussion
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towards making the link between the language of the framework and the message of the
book or the illustrator’s purpose (text purpose) in choosing this particular visual
resource. Guided viewing occurred when students collaboratively engaged in
deliberation about different forms of modality or the different visual aspects of the
picture and what they meant.
3. When students had free course to exercise their own analysis (freedom),
and the teacher valued the students’ input and provided them with guidance,
the students seemed to gain in confidence in their analyses using the terms and
come up with their own findings. It is more than apparent that when we value
students’ contributions to the class analysis of a visual, we give them the
opportunity to ‘talk out’ their own meaning constructs and thereby allow them
to practise using and developing a working language for viewing.
4. Teachers could very well think about how they could begin an analysis (the
point of entry into a visual text). For instance in Winston’s class we
sometimes began with the attitudinal lexis, salience, colour, framing or person
who is labelled as central. There were occasions when we first identified the
action verbs, adverbials of place, time and manner in the written text first
followed by a comparison with what we found in the visual text. This then
became the basis for a discussion about the relationship between the written
text and the visual text. From the research in this case study I tend to think that
teachers and students need a ‘way in’ for studying a text containing visuals, and
this often means that teachers need to spend time doing the initial analyses
themselves, writing annotations or placing post-its on pictures to remind the
teacher where to begin and what to analyse (knowledge of the book; language
practice; prepare modelling).
5. It was apparent that teachers and students seemed to realise that the purpose of the
visual terms was to strive at being critically aware of the visual text – that using the
terms for the sake of mere analysis produced little in return, that the terminology should
assist critical approaches to literacy. It was apparent that some students were able to
analyse the message and create a subversive interpretation of the text (text analyst),
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or adopt a preferred or a negotiated reading of the text (text participant). For instance
some students thought that in the text One Less Fish, the viewer/reader was being
positioned to take on board the ideology associated with the natural heritage of the
Great Barrier Reef. They thought that the voice of the oil driller and the fishermen was
not being heard within the text. This was a subversive reading/viewing of the text in the
sense that it was going against the preferred reading of the text by popular
reading/viewing. However, the students were also agreeing with the message that we
should be careful to preserve the reef, and so they were in this sense taking on a
negotiated reading/viewing of the text (au. 17-171).
6. All four practices of the viewer (Luke and Freebody, 1999) were in
operation during the students’ analyses of the pictures. For instance the data is
replete with instances where students were using the terms to deconstruct the
meaning of the terms. See ‘#’ below (text decoder). Then there were
instances where the terms were used not so much in a text user role but in a
‘semantic’ role (text participant) – getting at the meaning the semiotic
resources constructed. Those with the ‘~’ sign show examples of this. The
practice of text analyst is better referred to as the critical role where readers
and viewers critiqued and responded to the meaning, construction and/or
message of the text. This is shown by the ‘^’ sign.
#colour saturation au. 289, vi. 13, 15, 16
~Sts describing gaze Vicky “interested”, “looks lovingly”. Susan:
“It’s a true story” Dr: “looks enthusiastic” A: (motioning with hands)
keep going. I want to see what happens” vi. 492-504. “exaggerating
the words to make it really true” au. 561.
~New information on RHS given as Susan: the whales au. 1468. New
information given as A: the shell au 1470.
~St shape of the moon given as “round” “circular” au. 726.
#vector of whale given as “curved” au. 729
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#St: long shot au. 1515
~C: Can anyone tell us the effect of the extreme long shot of the
whales? St: That they are scared and they are not used to being
around people au. 1525.
# D three dimensional: the clouds going smaller and smaller in the
background au. 1257. vi. 222-223
~effect of light shining on faces – warm, it’s actually come true vi.
278-303.
~Sts picking up on the change in attitude of the divers and fishermen.
^Alice and Vicky plus others au.71-76.

^Text analyst – oppositional rdg of text from a student au. 77
^Tammy The fish will come back vi. 45-47.
^Oppositional reading – repopulate the reef with fish so you can go
fishing au. 142-150.
^Bryce It’s OK to spear fish but don’t take them oversized – co-operate
. vi. 9.
Sts and C the words tell you why and the pictures don’t.
34.24 vi. 193-197.
^Sts discussing camera angle and its effect on us the viewer au. 622637.
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There were a few occasions when students used their analyses for practices of ‘using the
text’ for a specific purpose e.g. to decide to deliberately take care of the Great Barrier
Reef yourself.
10. It soon became apparent that two teachers found it nigh impossible to balance the
framework with its metafunctions and levels both visually and linguistically, with a
critical approach to analysing texts containing visuals. Practicality and time necessitated
that teachers use what ever terms seemed apparent from their initial experience with a
visual, begin analysing it with those terms, and bring in other terms where necessary.
However Nina did use terms from specific metafunctions.
11. On a few occasions students successfully analysed one aspect of the
visual text and connected it with another all the time using the visual
resources taught to them from the framework. When students do this, the
impact of the analysis and what they have to say about the message of the
visual, seems to become more powerful.
12. When they discuss Gaze students appear to be so much involved with what they
view, that they almost enact the role of the characters, as they collaborate with them
in constructing the meaning of what they see, feel and believe. On the video you can see
some students lost in deep thought and deliberation as they appear to ‘sift through their
bank of world experiences related to the visual literacy term we were discussing. All
their life experiences regarding one visual literacy term or concept, are in a
paradigmatic relationship with each other (world knowledge; cultural motivation).
For the students the light seems to ‘turn on’ as they choose one experience from the
paradigm of many, one memory, one clue, which seems to describe, ‘trigger off’
understanding of, or rationalise what is before them. As the connection is made with a
message or particular meaning, a syntagm of meaning comes into existence. The visual
literacy term seems to have a purpose, a meaning - a life of its own. The term ‘gaze’ at
last means something. It is no longer just a term the teacher uses. It has the potential to
unlock the mysteries that lie behind the visual. “The story Grandma says is true.” “If
you believe you receive.”
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13. Constructing meaning appears to be a process of collaboration
between the illustrator’s and the viewer’s world experience, viewing history
and purpose. This seems to become quite clear as viewers articulate their
visual analyses using the terms from the framework (multi-vocality
encouraged).
14. It may be that students have the capacity to coin some of their own terms
e.g. gazeline (student terms valued)which was used to analyse the feelings
of the characters towards each other as well as how they are positioning each
other. ‘Eye travel’ was another such term which seemed to capture exactly
what we were on about concerning the concept of reading paths. Nearly
everyone would agree that the students and teachers may not need to use
highly technical and abstract terminology such as “narrative process”, or
“covert taxonomic classificational processes”, but rather terms which capture
the grammatical potential of what the visual is trying to realise.
15. There were occasions where the relationship between the visual and written texts
(visual written connection) were considered. Using visual grammar could very well be
a way of strengthening the visual written connection in the semiotics of textual meaning
e.g. Given and New structures supporting thematic structure within the written text.

From the above episodes viewers seem to be able to establish connections between the
visual and written texts in a number of ways.
•

The interpersonal resource of gaze where the viewer enters into the
demand of the main characters ‘that they read the writing’.

•

The piecing together of the different meanings and relationships the two
textual modes set in place.

•

Attitudinal language in the written text seems to set up some connections
with the attitudes of the characters found in the visual text. The students
were able to give words which show Uncle Frederick’s attitude.
Modality of language often aligns itself with the kind of gaze or
attitudinal angles represented in the visual.
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•

The technical language from the framework seems to allow students and
teachers to make the connections specifically using such grammatical
structures as similes, action verbs, adverbial phrases of time and place
and theme.

•

At other times we discussed the Given structure of the visual as being the
left hand side and the New as being the right hand side. Some links were
made with the themes of the written text

Students may or may not be able to “pick up” on these conclusions without the visual and written
grammar, but now they are on the way to being able to make these comparisons in meaningful
ways between the visual and written texts and know how they are constructed grammatically.
They seem to be able to explain with some degree of certainty, why the meaning of the visual is
the same as the written text or why it isn’t, or why there is additional or differing information in
either text, or even if one text negates the other.
From the transcripts of the audio coverage and the videotapes it is evident that the
connection between the visual and the written modes of meaning were on three levels.
Firstly there was the basic general understandings that came through. – that
the students knew that they had to look at both the written as well as the visual
texts to create meaning (au. 11-12) - that there is an interaction between the
two modes of textual meaning. Then as we were more adept at analysing the
texts containing the visuals, students began to make statements about the
picture telling so much and the written text giving you different information
that is in some way related to the visual.
16. It became apparent that without a semiotic language for visual analysis
the students would not be able to fully construct meaning from the visuals
(language connections with critical literacy; critical viewing
metalanguage). This was apparent at the start of the case study as we began
looking at and discussing pictures. The students seemed very interested as the
class teacher did comment. They seemed fascinated with the meaning potential
of pictures, as exemplified in the visual resources used in the lessons, and the
terms used to talk about them.
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17. Episodes seem to reveal that teachers and students are best to have a range of
grammatical language from which they can choose to analyse their pictures.
18. Students need to be given the opportunity to ‘talk out’ and ‘talk
through’ their analyses of a picture and the related meanings and messages
contained in it. the group situation helps them to construct in their own minds
and in the minds of the hearers, the messages, values and ideologies of the
visual and/or written text Sts discuss where their eye travels within the
boundaries of a picture (au. 1282-1299.vi. 614).
19. There must be a purpose for analysing a picture. It must assist you in
coming to grips with the message of the text you are viewing.
20. Student’s written response: When comparing St X’s written responses
over time during the project, it can be concluded that the technical language
has certainly helped St X describe more specific meanings and how
participants are positioned or are positioning others. However, it is evident
that he has dropped a little of his descriptive flair for language in
preference for his new found ability to analyse. The two really need to be
combined for a visual analysis to be most effective.
21. The richer analyses seemed to be those that used all three metafunctions – the
interpersonal, ideational and textual. It seemed that the textual metafunction was a more
of a pragmatic way to start a visual analysis because you first analysed how the text was
structured and how it cohered as a whole. You were then ready to see what
interpersonal and ideational ramifications were inherent in the text. However at this
stage an open mind needs to be kept on this matter as there are plenty of instances in the
data where the other two metafunctions seemed just as valid as an entry point for an
analysis (point of entry/initiating viewing).
22. While the visual terms of Given and New and the concepts of Theme and
Rheme were not used greatly, it was obvious that they were a useful
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grammatical resource for “getting to” the what the illustrator regard as shared
information and the new informant he or she wished to impart. The
Theme/Rheme concept could have been more useful in the written text for
working out the “points of departure” in sentences and clauses. We did show
that the Theme of a sentence is what the author regards as important and
therefore was to be positioned up front. This was often matched to the Given
information on the left of the picture and the New on the right. The whole
concept of Given and New, and Theme and Rheme is certainly worthy of
classroom study even as a unit of work in its own right. Indeed it is a topic for
future research.
23. A series of pictures on the one visual term was used successfully in modelling
certain visual literacy terms e.g. gaze, shot. (modelled viewing; application of
language)

The Inhibitors to Guiding the Students Towards an Understanding
of Visual Literacy – Inhibitors to Critical Viewing
This answers the research question, ‘What inhibitors will there be to guiding the
students towards critical viewing?’
1.

Play practices
At the end of the year play practices required the presence of some members of the
focus group. Such occasions were minimal except right at the ‘end of term’ when
practices were scheduled.

2.

Some repetitive parts of the lesson
Focus students commented that some of the lessons were repetitive, which tended to
be the case because critical viewing was a new area for all concerned and we needed
to revise or repeat what had been previously covered in order to clarify our thinking
about specific viewing concepts.
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Appendices for Case Study Winston
One Less Fish
Context
The characters
The setting
Who is it written to?
The author’s purpose

Synopsis
The main message, theme and values coming through the book

Description
What persons and animals are present?
What do they do? What are their attitudes towards the reef?
Look at actions
What actions are valued? Which ones are not?
attitudinal words
modal verbs
technical language
noun groups
colour
eye lines
frames
shape
direction
438

Judgement/opinion
Explain your opinion about the message of the book

One less fish

Noun groups

One less fish
one less fish

a brilliantly coloured red clam

twelve gracious angelfish

brightly coloured coral

ten adventurous divers

eleven blue striped snapper

popular sports

a popular pastime

eleven yellow patterned angelfish

undersized fish

eleven cheeky snapper

dark green seaweed

ten dainty clownfish

eight camouflaged wrasse

six striking tuckfish

recreational fishing

bright orange coral

naughty Kevin

seven parrotfish with their mouths

beautiful spiral shaped coral

open
the food chain

eight weary wrasse

four yellow spotted cod

light green sand
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Modality clines
It could be Jim.
It might be Jim.
It must be Jim.
It has to be Jim.
It is Jim.
Steven: Mum Mick always tells lies.
Mick: I never do!
Mother: Never?
Mick: Well, sometimes
Steven: Usually
1+1 is always 2.
1+1 could very well be 2.
1+1 could be 2.
1+1 might be 2.
1+1 might be 2.
1+1 is not likely 2.
1+1 is not 2.
You must put your hat on.
You should put your hat on.
You could put your hat on.
This medicine will poison you.
This medicine may even poison you.
This medicine could poison you.
This medicine is unlikely to poison you.
This medicine will not poison you.
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Critical literacy questions
Teaching Reading A K-6 Framework p. 13 Text-analyst role:
As a text-analyst a

reader is concerned with the underlying and

unstated assumptions in the text and the way the text attempts to
position them as readers. Readers use the text-analyst role when they
ask questions such as:
* What is this text trying to do to me?
* Whose interests are being served by the text?
* Which voices or points of view are being silent?
Readers adopt the text-analyst role when they:
* talk about opinion, bias and point of view in a text
* present an alternative position to the one taken by the text or decide
to endorse the position

taken by the text

* think about what the writer of the text believes.
Before reading
How do you read/view the front cover?
Who would you think it is aimed for?
What do we know about the characters/content/topic in this book?
Who might be/might not be interested in reading the book?
What knowledge do I need to be able to read this book?
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During reading
Do the illustrations tell a different story to the written?
The illustrations are painted on silk using vibrant colours. Toft has used a
naturalistic code of colouring to make the fish and their surroundings
appear as natural as possible. The vibrant colours cause the viewer to be
inquisitive and to regard the reef to be an exciting place to visit. In fact the
illustrator has succeeded in causing the viewer to think of the reef as such
an exciting and fascinating place, that it needs preserving. What does the
reader/viewer think of this? Is it the right reason for preserving the reef?
The illustrations do tell a different story because there is no inclusion of the
cause of the elimination of the fish. It is left for the viewer to assume. It is
not until he/ or she reads the text that the cause of the depletion is anchored
down.
Colour saturation - high, in keeping with the colouring of the fish
Colour hue - cool and warm. The cool colours tend to be of a high
saturation and typical of the warmer waters of the tropics.
Colour modulation - bright colours not flat
Colour differentiation - full range of colours - typical of tropical waters
How have characters been constructed? Consider the choices
What practices are constructed and valued? Is the reader encouraged to
approve or disapprove?
How?
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The rich vibrant colours work on the viewer to feel negative feelings
towards the persons described in the written text. “Along came the divers”
sets up the social myth that divers used to be a menus to the wildlife of the
reef. Then this is prefaced with a factual information report about spear
fishing and scuba diving. Here the language of appraisal cuts in to soften
the initial impact of the scuba divers. Fishing and diving are “popular
sports”. “Although today many divers only look at or photograph fish and
do not kill them”.
Page 10 also has similar language of appraisal and also adds that “if they
catch undersized fish they should put them back into the ocean”. Here we
have the modal part of the verb “should put” adding that extra emphasis.
This higher modality seems commensurate with the message of the
wonderful exciting world of the Great Barrier Reef which is disappearing
before our eye one by one off the page.
Page 9 paints an even more negative picture of these characters who drill
for oil. “Damaging reef ecosystems” and “cannot regenerate” contain high
modality language which is highly emotive. The terms “regenerate” and
“ecosystems” are very scientific and abstract - the kind of language you
can’t argue against. The author is using very effectively, the language of
judgement and emotion to get his message across. The pictures also appeal
to the senses and seem to say “Why would you want to destroy this
exciting place?” So the pictures and the writing work in tandem and seem
to say slightly different things. Page 8 uses the same techniques and utilises
rather graphic language “choke to death”. The litter bugs are painted as the
very villains who are the cause of the depleting numbers. It is hard to argue
against. The colours and the language of feeling and judgement create a
very powerful message.
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What values/attitudes are presented? How do they relate to our own?
What actions are being fore-grounded and how is this achieved? What
actions are condoned? And how is this done?
How has the visual grammar depicted settings and characters which reflect
your own culture and setting?
Do you feel empathy and understanding towards this position, point of
view?
What is the author’s purpose?
Who might disagree with the information contained in the book?
What is the written text trying to say? Is the message the same in the visual
text? How do you know?
What interpretations are possible and for whom are they possible?
Who’s interests are being served here? Who’s opinion, point of view or
bias is in the text? What view of the world is the text presenting? How is
this shown in the illustrations? Who’s experience, interests are being
ignored, discounted or misrepresented?
What constructions of reality are there in the book?
What kinds of knowledge are present? What kinds of knowledge are not
present? Examine the ‘natural’ representation of knowledge authorised in
non-fiction texts.
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What are the bears/whales like in this text, how do you know? Discuss
one’s agreement or disagreement with the ideas, information or point of
view in the text. Construct an alternative position.
What is included/excluded? What is left to the reader’s/viewer’s
imagination?
What emotions/feelings are evoked and how? By what means?

Appendix D Project reports relating to this study
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Report from a Yr 5/6 teacher - one of the case studies
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Report from the secondary teacher whose Yr 8 class was a case study in this
study.
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Appendix E Excerpts from final report regarding collegiality
“Although we have stayed in contact the initial phase of the program tended to become
individualised or at least focussed on our own schools. It has really been as we tried to
finish off the project and shared our successes and problems that we became aware of
the significance of he collegial support which had occurred…. Strong partnerships
developed within schools and empathy was developed between staff of schools as we
developed teaching and learning strategies to meet each others’ needs. Interest shown
on our work by other colleagues, assistance from many and being joined in the work by
other interested teachers was a phenomenon which encouraged all of us as we battled
the growing awareness of the mountain we had begun to climb. Some of the greatest
moments of sharing came as the Year 6 teachers visited the Year 7 classrooms.”
Nina in her report explained what she gained professionally. “…the opportunity to share
and team teach (with the other teacher involved in the District Middle Years Literacy
Project) …..a different point of view from the secondary teacher’s aspects.
Opportunities to clarify with others the processes involved in teaching the text type and
eliciting student responses. Time to talk with and share with secondary teachers,”
Anne reflected, planned and discussed her lessons with her head teacher who was a
participant in the District Middle Years Literacy Project. Their meetings, visiting days
and conversations with their colleagues in the primary Schools were enlightening. Anne
in her report wrote, ‘Of great benefit was the interaction with other teachers involved in
the project and the exchange of ideas and lessons.’

Appendix F Summary list of terms used in Stage 3.
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Pictures

The Whales’ Song

Where the forest meets the sea

Table 1.

Visual grammar

Visual grammar

Visual grammar

Colour

Eyeline

Viewer’s position Thirds

Termi

-bright

gaze – eye contact/light

Time – the past

-warm/cool

Light

Social literacy

-cross hatching

Salience

Colour brightness, predominant

-light/dark

size

Interpretation Response

-bright colours and light

shape

Message

Position – thirds

actions

Shape

Centrality

Vector

Dark

Left hand side

Written response: Setting,

Place

right hand side

published, context, when?

First thing Diagonal

Salience/size

Where? who? description,

Taken from, looking down

message, opinion and

Written

Direction

judgement

grammar

Movement/vector

Relationship

Relationship with

Line Eyeline Gaze

Attitudinal angle

Written Language

Main message, sub message,

Colour

Noun groups

opinion

Direction/movement

Relationship between the visual

Symbols

Salience/light/size

and written text

Body language

Frame

Written grammar
Verbs
nouns
adjectives
Relation between visual and
writ.
Window
Visual
grammar
Collage
Things participating nouns
Left hand side
Synopsis Colour Gaze
Three dimensional Shape
Charts – horizontal, vertical,
right, left, centre, edge, top,
bottom, upper, lower, thirds,
sides, foreground,
background, middle distance

nology
used
by
Nina
and
her

Background/foreground

The Story of Rosy Dock

Light and things

Visual grammar

background foreground

Setting Gaze

time

Contour

horizontal/vertical

Lines – horizontal, vertical, semi-

lines

circular, rigid, jagged, sloping,

diagonal lines

straight, flowing, curved,

demand

balanced

position

Colour dull cool

shot – close-up, distant

Colour saturation low high

similes

Salience

analytical process

Symbol

classificational process

Shot – close-up

(concepts only)

When and where

meronym

Repetition

class

Written grammar
Repetition

Written grammar

Relationship between

Verbs

visual and written texts

Noun groups

Charts

Connection between the written

What is the message for the

and visual

reader? How does colour help
to make the message clear?
Find & record verbs, noun
groups or adjectives which
emphasise the message. How
do lines emphasis the message?
What is group’s opinion of the
poster’s effectiveness?
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Nina’s Revised Framework
(A) ABOUT THE WORLD (refer to diagram of the framework at the beginning of this
journal)
FIGURES/OBJECTS – building noun groups
MEMBER – building descriptions (children need to be directed to details about a
person or thing – get them to look carefully and talk about small features)
EPISODES – actions
Vectors
Evidence of time/place
WHOLE PICTURE – central theme
(B) TO CREATE TEXTS
WHOLE PICTURE – real/ideal
Given/new
Relative position
Central margin
Foreground/background
Cropping
EPISODE – salience
Centre of interest
Artistic techniques
Framing/sub-framing
FIGURE/OBJECT – cohesion
Horizontals/verticals
Vectors
MEMBER – size according to horizon
Perspective – frontal
Polar
(C) ABOUT INTERPERSONAL RELATIONSHIPS
WHOLE PICTURE – proportion
Scale
EPISODE – variations in tone
Light and shade
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Gaze
Colour
Background
Detail
FIGURE/OBJECT – attitude
Body language
MEMBER – paths
Perspective
There are still a number of features to be discovered at a secondary school level which in my
opinion, need more maturity in students. There may need to be consideration of suitable texts
for each stage of learning. It is very obvious that Marsden’s The RABBITS would be lost upon
Years 5 & 6. The concept of symbolism and allegory are to sophisticated for them.

Summary of visual literacy terms used by the students – Winston’s
Class
Visual terms

Verbal terms

Critical literacy terms

Purpose

Exaggerating

Attitudes and values The

Illustrator’s purpose

The first thing in the sentence message is…

Positioning themselves

(theme)

Warm colours make you

They are…

Noun groups

feel…

The picture is set…

Attitudinal wds (understood)

The picture is telling you…

Background

Action verbs (understood)

By the look on his face it

Frame

Modal verbs (understood)

seems…

Framing

Phrases telling where

A bird’s eye view to show

Framed off

Phrases telling when

you…
Showing it personally

arch
Framework

Connecting visual and

The gaze is to…

Dome framing

verbal

High to make him look…

Diagonals
Diagonal line
Curving
Round

New (in visual and written
texts)
Central character (linking ti
the text)

Signifies…
The picture is telling you to
be…
The effect of light shining…
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Curving around

Visual text

Eyes first travelled…

Movement

Written text

First your eyes go to…then

Action(s)

Words tell you why

The black and white shows…

Words describe, tell more

Contrast

Lines

details

It is also ours (message)

Vertical lines

Same story

The curved motion makes ..

Facial expressions

The writing doesn’t have the

Degree of exaggeration

same story

Effect of camera angle on us

Matching similes

the viewer

LHS matched with first in

Effect of moonlight in

sentence (theme)

lighting up Lilly’s face

Action verbs and actions

Light angle on faces

(relate exactly, some do some Gaze - ? looks…
don’t)

Gaze is to…

Facial expressions, eyelines

Looking like it’s true

and attitude same as

Looking down on so she

attitudinal language in wtn

looks…

Given in picture matched to

Bird’s eye view to show

first in sentence

how…

Connecting new in both

? put up high to make him

caption

look…

the words tell you why the

Shoulders slumped down

picture’s don’t

Small and means nothing
Movement by its diagonal
lines
Facial expressions show…
Close-up to show
Our eyes first travel
Their faces are demanding...
The diagonal lines show…
The size makes you focus…
In the direction of the lines
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Visual literacy terms

Visual literacy terms

Visual literacy terms

Colour

Painting

Angle

Colour saturation

Computer images

High angle

Low saturation

Canvas

Looking up at…

High saturation

Scrape

Vectors

Colours fit together

Spread

Directions

Bright colours

Light angle

Vertical

Dull colours

Gaze

horizontal

Greyish colours

Eye contact

Purpose

Plain colour

Gaze line

New information

No colour

Gazing

Right hand side

Warm colours

Looking away

Given

Cool colours

Facial expressions

Eyelines

Black and white

Demanding attention

Looking up

Newspaper clippings

Offering information

Eye travel

Middle

Demanding services

Left-right right-left

Bottom of the picture

Not looking at us

Three dimensional

Centrality

Close-up shot

Meronym

Central character

Long shot

Shape

Extreme shot

(shape) blends into…

Close shot

camouflaging

Close-up

Round

Medium shot

Silhouette

Mid shot

Superimposed

Bird’s eye view

Blurred
Main picture
Size
smaller
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Visual literacy language used by the focus group students in their
written responses – Winston’s Class
Denis

Vicky

Tammy

~high angle

#different kinds of

~looking at you

shapes

~offering

#object

~sizes

information

#curved

~colours really

#shape

bright
~positioned
#leaning over

~camouflage

~colour

~stand out

saturation??

~information

~the framework

(body language)

~dome framing

#low saturation

~body language

#high saturation

~facial expression

~gaze

~gaze

~looking away

~face lit up with

~demanding

light

attention

~a curved position

~message

~looking down

~central
#the whole picture
~medium shot
#actions identified

#background
blurred

~right-left

#facials

~direction

#close-up shot

~body curved

#your eye goes

#actions identified

Susan

Bryce

Alice

#low saturation

~the meaning in

~bright colours

#lower saturation

the book

~a high angle

#gaze looking

~power over

away

#the top of the

~most of the

~demanding

picture

power
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attention

~he is looking
~colour dull

~message
#background

~frame of the
~attitudes of the

window

people

~on an angle

blurred
#facials

straight

~the reading path
~meaning

~actions in the

~similes

picture identified
~message

#my eyes goes

~gaze

~colour (shows)

#your eye finishes

~Lilly’s gaze

~colour

shows fascination

emphasises

and excitement

~photos
~look real

~the size

~diagonal lines

~and proportion

~framework

~uses light

~you can see that

~to show

~in the picture

expressions

there is
~that’s what the

~can be compared

(Olympics) do

to

~combined to

~the top of the

make

picture

~they have the
same
~it is showing us
that

Summary terms used by teachers – Winston’s Class:
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Visual terms

Written terms

Critical literacy terms

Persons, objects, animals, who?

#action verbs

The illustrator’s purpose

what?

#attitude word

Whose opinion

#eye travel

#attitudinal word

change in attitude

#changed direction

#modal verb ~similes

Whose interests

~salient

^technical language

significance

#framed off

~a phrase of words telling you where

What is the message?

^ frames

~#an adverbial phrase telling when

Characters

~shape round together

how frequently

Theme

camouflaged

#similes

Topic

~shape and colour: bright similar

#do-er done-to

Setting

go together.

^exaggerating (hyperbole)

Synopsis

#shape

Noun groups

practices valued

#size

Modality

Who interests

~in proportion.

~ demanding and

Opinion

~contrast

offering information or

approve or disapprove?

#contrast

goods and services..

Effect

~line? Diagonal motion

^intertextuality

The setting

Contours

expression?

Where is it?

explains diagonal – movement

#camera angle

When it is happening? The people,

diagonal directions

#angular diagonal direction

events

#diagonal lines

#high attitudinal angle

Places

#diagonal direction motion and

central

Who? Doing What? Where? How?

impetus.

C high angle with them looking

Objects

Visual terms continued vertical

down at you

How they relate to each other

#direction

Diff angles

Relationship

~salient

#direction

~Given information, new

Salient stands out the most

#dark

information

~C What colours

#~eyelines

~LHS RHS

#colour saturation

#~come to rest

~LHS + the first thing in the

low, high

~reading paths

sentence (theme)

~colour hue

eye travel

~New New and the connection to

~lighter hues

New

wtn

Coolness

Known or Given information

#vector

warm ~ bright colours

#LHS Given or known

(curved)

highly colour saturated

~ eye movement from L to R from

# “central”

~low saturated – sepia

Given to New #RHS,

# noun group

#colour description – bright/dull,

Cropping

adjectives

happy/sad, warm/cool, light/dark.

Foreground background

~ attitudinal language

.

~gaze #offering demanding

~framing – verticals and
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tone

#extreme long shot

horizontals

#light

#close shot

frames

~effect of light shining

close-up

~movement right-left

~ effect of the light angle on

#a long shot

~ curved motion

faces.

long shot?

left-right

~gaze

Medium shots

~ meronym

Social distance

~ bird’s eye view

~ a medium shot

C The body language

~bird’s eye effective?

~main message

^exaggerating (hyperbole)

~the expression?
#distance
contour
centrality
front page
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Appendix G Reflexivity
Reflexivity in Participant Observat

Nina

Planning CL question
for Where the Forest
Meets the Sea
Implementing Nina's CL
questions and langugae fo
Vieiwng (FN 21/9)
Refect
Plan question sheet fo
Where the Forest mee
the Sea
Implemen
Reflection - better link
between CL and Viewin
language. Sts able to us
the language (FN 19/10

Anne

Planning
Implementation
Reflect - Anne concerne
CL/lang of Vg connectio
FN 11/9 & 23/10
Planning - provide question
for Anne FN 23/10
Implemented FN 26/1
Reflect - went well
with sts provided goo
ideas FN 26/10

Winston

Planning One
Less Fish
Implement - Inrtreoduce boo
and model visual analysis
Reflection - sts
understood message of the boo
Peer debriefing with T
Planning - to model furthe
analyses of One Less
Fish
Implementation of visu
analysis with class joint viewing
Reflect - valuing modelling
"talking out" . Sts analyse
accepted vi 636
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Reflexivit
Continue

Nina

Planning for wr
responses
Implementation of
written response le
Reflect - lang of vg
standard of writing
enormously FN 11
Plannin
Implementat
Reflect - groups h
meaningful discus
FN 12/11

Anne

Planning - introduce
and social distance
FN 26/10
Implementation - gaze
socia distance. Introd
terms for Window 6 F
Reflect - need to move fa
have a wtn response for
Sts keen 2/11
Plan overall written
to Window and activ
introducing gaze 2/
Implement gaze a
Reflect - went well 3/11
Intricate understandings
accepting all points of view
Plan to cover another c
windows, collect wk sam
and introduce colour 3/
Implemented to Win
Reflect - impressive lesson: terms
she was ecstatic re sts responses
their findings beyond our expectat
Plannin
Implementa
Reflection - went really w
deliberations re actions a
and done-to 11/11
Planning groups - d
a picture book or
analyse Rabbits
Deliberations of sts in
brief. Analysis of Rab
Reflect - exceptional wtn re
3 sts in focus group (Appen

Winsto

Planning written an
of One Less Fish
Implementation with guid
through anlysis of One L
Reflection - sts understoof vis
and wtn language e.g. moda
They translated colour into m
Further planning of
analysis of One Les
Create wk sheet
Implementation - f
worksheet on One
Less Fish
Reflect - teacher attention to
terms used - Analysis notes
to T. Floods model text prov
Further planning for wtn
One Less Fish 3/11
Sts write response t
Less Fish 3/11
Reflection - sts light on visual
in analysis of One Less Fish
Plan - Researcher to introduce
Whales' Sg so Winston learns
more about vis lang 3/11; mem
Implement working th
Whales' Song
Reflection - need to
introduce gaze because
characters' gaze in Wha
Plan to do exercises on g
Implemented au 597, refle
sts involved connecting w
Plan to have Winston prep
and teach group lessons re
to media pictures
Winston implements modelling
on visual language accepting st
using media pictures - auio and
Reflection - focused use of vis
connecting with mess and effe
viewer au 312, vi 710 wtn imp
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Appendix H The language of viewing workshop
The purposes for producing a spoken, written or visual text is determined by what the
speaker, writer or illustrator is trying to achieve in a particular context. This in turn
affects the type of text produced, its overall structure whether it is spoken, written or
visually constructed. To make texts which contain visual as well as written meanings,
accessible to students we need to know more about the context in which the texts were
constructed. That is why the texts were written, drawn or painted, for whom and by
whom they were made, the language choices that were made and the effect these
choices have on the operation of the text (DET Curriculum Support Directorate,
Continuity of Literacy, Ch. 2)
Students need to know how language is used for :
* for different social purposes
* for interacting with others
* for expressing their ideas and understandings of the world
* constructing texts
ACTIVITY
Imagine you are an author illustrator. You are about to write and illustrate a children’s
picture book entitled New Guinea Tidal Wave or Nightmare in Kosovo. Using your
knowledge of the context of the book with all its social, emotional and physical
implications, rough out a proof for one or two pages within the book. Feel free to use
what ever resources are available (A3 paper, crayons, textas, coloured pencils etc). Draft
at least one picture and a few sentences associated with the picture.
In groups of 3 answer the following questions:
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Language Level

Gr 1

Gr 2

Gr 3

What was your
social purpose?

Who was your
audience?

What decisions did
you have to make
about the context of
the book?
What choices did
you have to make to
set up interpersonal
relationships?
What choices did
you make to
construct ideas and
understandings?
What choices did
you make to move
the text from spoken
to visual and/or
written?

In summary, we have made decisions about the language choices available to us in
constructing meaning through visual images and the written mode:
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•

to represent world experience

•

to establish relationships

•

to construct coherent texts.

INTERPERSONAL RELATIONSHIPS
There are many resources we can use in the construction of visual texts in order to
create a relationship between the image and the viewer. As in written texts where
grammar is used to set up and maintain relationships, visual texts can include or
exclude viewers within certain social contexts, or position them according to social
discourses or projected ideologies.
Visual resources vary in their potential to create interpersonal relationships. Gaze is a
very effective means of communicating with the viewer. Proportion and attitudinal
angles may be used to set up powerful relationships for definite social purposes.

Proportion/scale
Within a visual text proportion and scale can be used to set up meanings and
relationships which are commensurate with or negate the meanings found in the written
text.
By manipulating the apparent size of objects, scale can be used to produce a number of
effects. It can be used to create the illusion of depth in a 2D image. Objects diminish in
apparent size as they approach the horizon. Size and depth can be used by the film
maker, artist or photographer to give visual information about the relationships between
the characters in the frame. Scale can also be used to show a strong or weak relationship
between the characters and the viewer.
It would be interesting to examine the relative prominence of characters/objects as
compared to the rest of the picture, and then to match this up with what is in Theme
position in the written text, or simply to discover the relative importance of the
character, object in the written text.
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TEXT: The Story of Rosy Dock pp. 1&2
The scale is small giving the viewer a sense of the vastness of the landscape. The
proportion of the aborigines in the distance as compared to the rest of the landscape
shows them to be very small indeed and seems to emphasise the fact that they have been
a part of the landscape long before white people came.
TEXT: Whale Song What is the effect of the comparison between the whales and the
smaller fish?
Animal Passions domain The Sydney Morning Herald No. 15
Here we have a fish looking rather large in comparison to the rest of the bowl. Being
large and at the bottom of the picture it seems closer to the viewer, while the colours
blue and orange convey a relaxed feeling consistent with the text “Animal Passions”.
TEXT: The loneliness of the long-distance runner No. 17
In this picture the loneliness of the runner is emphasised by the proportion of the runner
compared to the long hot desert dunes.
The proportion or scale of a diagram has definite purposes for scientific factual
diagrams or sketches. A relationship is set up whereby the artist or draftsperson
becomes the expert informant and the viewer becomes the novice or information seeker.
Quite often the viewer is further supported with an embedded magnified section of the
diagram.
TEXT: Titanic diamond uproar No. 19
Baleen whales

Coding orientation
Visual modality by configuration (combination)
Articulation of detail

[Simplest line drawing

Â

sharpest most finely grained

photograph]
466

Articulation of background

[no background on white paper

Â

maximum

sharp detail]
Colour saturation

[absence Â black/white most saturated]

Colour modulation

[flat

Â

bright]

[monochrome Â full range of colours]

Colour differentiation
Depth of articulation

[absence of any depth

Â

fish eye

perspective]
[light hatching Âshade]

Articulation of light and shade
Articulation of tone

[absence of tone difference

Â

just black and

white]

These configurations affect the viewer’s modality judgements which have to do with
‘how real’ things are to be taken. Newspaper cartoons for instance, tend to have a
reduced articulation of detail, background, depth and light and shade, and no
articulation of colour and tonal graduation. In contrast the articulation of these same
parameters in news photographs is much more obvious and tends to make them more
real. Cartoons on the other hand are taken as opinions and are less ‘factual’ than news
photographs.

Modality and articulation
Modality doesn’t always decrease as the articulation decreases. For instance simple line
drawings with little detail would seem to be low modality but in a scientific context, it
would be read as having high ‘truth’ value (high modality) and not as fantasy or fiction.
The modality of a text depends on the choices made according to values held by those
who operate within the social context.
CODES

NATURAL TECHNICAL

ABSTRACT
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A natural code is where those, who construct the text, value the drawing, text or
picture resembling the object, as if it is seen in reality from their specific viewpoint.
TEXT: The Story of Rosy Dock What kind of Code?
A technological code The more the image can be used technologically for a specific
purpose the higher its modality. e.g. patterns, maps, architectural drawings, assembly
instructions etc.
How would a perspective drawing rate? Does it have high modality in this code?
Abstract codes are common in scientific drawings, modern art, where visual truth is
abstract truth. The image represents the deeper ‘essence’ of what it depicts. Images can
either be the essential or specific e.g. sketches of dinosaurs in simple line drawings to
show the essential differences between the types would be a high abstract modality. The
image can also represent the general pattern of the essence e.g. Picasso’s woman shows
the essence of each woman.
Coding orientations then, are a matter of choice. We would not expect scientific images
to provide sensory pleasure, nor do we use artworks as blueprints for the construction of
the image it represents.

The Meaning of Colour
Colour saturation

[absence Â black/white most

saturated]
Saturation is the amount of grey in a particular colour. A colour with more grey is
considered less saturated, while a colour with very little grey is considered highly
saturated. Saturation is unrelated to colour hue or colour tone. Taking away the colours
in a picture will leave the tonal value and will leave the picture completely unsaturated.
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More saturated colours are considered more bold and tied to emotions or vibrant or
aggressive, while unsaturated ones are softer and less striking, or even dull and boring.
Makers of images will decide on how much saturation a colour should have, depending
on the message they want to convey. For instance unsaturated black and white is often
used to represent the past while highly saturated colours are usually used to depict the
future.
TEXT: No. 45 tepid colours
TEXT: Time magazine selected Bill Clinton as their 1992 Man of the Year and selected
photographs which juxtaposed images of the past in black and white (a teenage Clinton
shaking John Kennedy’s hand, the Bush Oval Office) with images representing the
future (a triumphant post-election Clinton shaking his fist, the then President-to-be,
walking in the oval office) which were highly saturated, right down to the colour of the
skin.
TEXT: Inform Remember when...

The giving of wisdom

TEXT: Advertising
Advertisers use saturated colours in order to catch the passing attention of readers and
viewers. Unsaturated colours and non-colours are restful and sometimes depressing, and
we usually avoid these kinds of feelings. We focus on more saturated colours because
the bolder colours seem closer to us. In some advertisements saturated lively colours are
put with unsaturated neutral colours to create a contrast. For instance models lined up in
a magazine are sometimes from different races. This is emphasised by the degree of
colour saturation in the image. If we lower the saturation the ethnicity of the models is
noticed less.

Colour hue

[warm Â cool]

Red, orange, yellow and other similar hues are seen as warm hues. Blue and its
associated colours are seen as cool hues. Hue gives you a good sense of what is going
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on visually in a picture. It directs the viewer’s attention and can create moods and
feelings in an image and may complement the message the image gives.
Black and white translates reality in a different way than colour images. There is a
greater sense of the abstract. When black and white images are juxtaposed with colour
images there are two different realities. It can shift time and location.
TEXT: Inform 3 June.
Colours play a large role in how the different visual elements will interact in the image.
For instance if you place certain warm colours in an image with predominantly cool
hues, the warm hue will attract the viewer’s attention. Viewers can then see how this
relates to the dominant theme or idea in the written text.
TEXT: Willing and Able Poster - the athlete stands out against the coolness of the
ocean. It certainly matches the message of the written text.
TEXT: No. 15 The coolness of blue
TEXT: Other Willing and Able Posters
Mood can be expressed through hue. Each hue is associated with different emotions.
Red evokes feelings of strong emotion or anger. Most likely this association is derived
from the feelings we get when we see blood. Blood red represents passion, anger and
pain; all very strong emotions. Blue on the other hand is cool and passive. These
feelings are probably related to the blue ocean or sky. Therefore blue is frequently used
to stand for truth, blue uniforms etc.
Yellow is cheerful, warm, perhaps like the warm yellow sun. White’s association with
innocence may have originated with the pureness of snow. The epitome of innocence in
the media would be a girl in a white dress with blonde hair and a white lily. Black
represents evil because it is associated with the darkness of night. Therefore black is
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worn by vampires and burglars. These are some, amongst many, of the nonverbal colour
cues that send messages or enhance the mood of the picture or scene.

Colour differentiation

[monochrome Â full range of colours]

TEXT: Willing and Able Poster

Articulation of light and shade

[light hatching Â shade]

Light travels in straight lines and therefore some objects will receive more light than
others. The amount of light being reflected from an object’s surface creates variations in
light/shade.
Changing the light sources in a visual can have dramatic effects on how the
object/person is represented. Basically there are two main extremities of light sources.
There is the worm eye’s view looking up at a person, showing him or her to have a wide
base and narrowing with height. He or she will look formidable. A bird’s eye view will
show the top as narrow and the bottom as wide giving the image a character of stability.
The worm eye’s view shows the object to be unstable.
The above techniques in light, shade and light source can have an effect on power
relations between the viewed and the viewer.

Articulation of tone

[absence of tone difference Â just black and

white]
A work composed mainly at the lighter end of the scale is “high key”. Works by
Rembrandt are much darker and are “low key” works. The juxtaposing of elements in
the picture determines how tone is used. This is done by placing lightest with darkest.
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The Inform paper June 98, has a very good article on the Properties of Primary Colours.
Colours have a great effect on the way students and teachers experience learning in the
classroom.
Through the usage of colour “ behaviour can be influenced, activity subdued or
stimulated, focus encouraged and emotion heightened or calmed” (Rowland, D. 1998, p.
13).
Throughout the colour spectrum there are distinct differences colour has on behaviour
and subconscious interpretations of meaning. Bankstown for instance has gained a new
lease of life with a bold colour scheme which reflects the culture of the students..
Enrolments are up 192% and vandalism has been reduced. In 1996 the Education
Faculties Research Group commissioned a study by the University of NSW Unisearch
into the use of colour and lighting in the school environment
DET’s cyclic maintenance program has developed palettes of colours which follow
various themes. They are heritage, coastal, city, country, warm and cool amongst others.
The table on p. 13 shows the different colours and their meanings and effects.
See Handout from Inform.

Gaze
There is a difference between the eyeline directed at the participants in the picture and
the eyeline directed at the viewer. If the person in the picture has no eyeline directed at
the viewer the person is offered to the viewer as ‘information’ to be looked at or
considered. If the participant is looking at the viewer, the person is making a demand.
What is demanded depends on other elements such as facial expression, social distance
and vertical angle. This can be likened to Halliday’s giving and demanding of goods
and services and information.
“Would you like this teapot?” is a question offering goods and services. “He’s giving
her the teapot” is a statement giving information. “Give me that knife” is a command
demanding goods. “What is he giving him?” is a question demanding information. So it
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would be interesting to see what goods, services or information is being offered or
demanded in the visual text and then to match this with what is being demanded or
offered in the written text, if at all (Halliday’s, 1995, p. 69).
TEXT: Albert Einstein No. 28, 75 and 56
TEXT: The Willing and Able Posters do not have any direct gaze. They are offering
themselves and what they are doing as information.
TEXT: No. 41 Gallipoli – veteran
TEXTS: No. 5 Bulletin - Wanted 50 000 people to run the Olympics
Eye contact here is setting up communication with the viewer demanding your services.
The bold print and the noun group ‘50 000 people to run the Olympics’ says it all. You
have to respond in one way or another.
Then we can have the direct and indirect address of the participant to the viewer, or the
focussed look and the unfocussed look. A television newsreader always looks at the
viewer. This is the norm. Then there is the look which is unfocussed and which doesn’t
pick out any one viewer.
TEXT: No. 6
TEXT: Let the Celebrations Begin Young David’s look past the viewer What does
this mean for the viewer?

Social Distance
The film industry has most to offer in understanding the kinds of shots in reference to
social distance. During guided reading a teacher may discuss with students what kind of
shot has been taken in a picture, in a magazine or picture book. Look at the OH for
different kinds of shots.
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TEXT: Exploring Narrative in Video p. 33. Discuss the kinds of shots. Which shot
would you use to show
•

people’s emotional reactions

•

their appearance

•

the actions they are involved in

•

where they are located?

Examine with your students in small groups, some magazines, newspaper, photographs
and advertisements to identify the type of shot used. What meanings are conveyed? A
close shot suggests personal or intimate relationships. A long shot represents the
participant as a stranger to the viewer. A figure cut off at the waist suggests a person
you might know as an acquaintance or a neighbour. Cut off at the knees suggests a close
social relationship. A full page figure suggests a formal business relationship. What the
distance means of course depends on the context of the picture.
With objects, a close distance shows engagement. A medium distance, full shot, shows
the object for contemplation rather than use, but within reach. Houses are shown from
varying distances according to the intension of the photographer. A house for sale might
be at a closer distance than one which is shown from behind the front fence which
prohibits the viewer from entering the area and appropriating the house. It is an object
to be admired or contemplated.
Exploring how meaning is constructed in the photographs in magazines and
newspapers
Topic of picture

Type of shot

Camera angle

Why?
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Attitudinal horizontal angle
The angle from which people, places and things are portrayed creates a point of view . It
gives a strong sense of how we relate to these people or things and is influenced by our
everyday experience of spatial awareness.
The frontal view signifies involvement. The person is wanting a “face to face”
involvement with the viewer. A side-on view signifies detachment, the relationship of a
passer-by. Then there are all the relationships in between those two extremes.
The person behind the camera or the video camera, actually chooses the point of view,
or the relationship for the viewer.
The way chairs or objects are positioned sets up the position where the viewer might
enter the scene if invited to, so that he or she may be positioned next to this or that
person or object.

Attitudinal vertical angle
Looking down on something signifies having real or symbolic power over something or
somebody. Looking up means that something or somebody has power over us.
TEXT: No. 53, 55 and 57. The “constructedness” of politicians and the wealthy.
TEXT: The weekender Women on Wheels No. 3 & 4.
TEXT: First Light pp. 7, 25 & 26.

Body language
TEXT: No. 42 Tour and Loathing - Look at the eyelines, centre of interest, direction of
reading paths and the heading.
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Volume, Centrality, Perspective: frontal/oblique See Textual Meaning
ACTIVITY: Newspaper gaze activity
Type of shot Vertical/horizontal angle
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THE LANGUAGE OF EXPERIENCE
When we make meaning we like to talk about, write about make pictures of objects, people
and things. They participate in something and this is how they are represented. They may
interact with each other or with the viewer or be represented as the subject of the writing,
speaking or visual image.
When viewing a visual image we might ask, “What is the central message, theme
or idea here? What images catch your eye first? Why is this so? What are the
salient features, figures in the picture? Are they part of the main idea being
projected? Then we might ask, “What other less important ideas contribute
towards the main idea? Do these ideas connect with those in the written text, or
do they negate those ideas and meanings?”
TEXTS: First Light

Bill Taylor Political Poster

Within the written text things are happening and we can tell this from the verbs in
the sentences. Another way is by the clauses contained in the text. The clauses
may be independent, dependent, adjectival or adverbial (See English K-6
Revised Syllabus).
Clauses which show that something is being done to something else, will have an
action verb e.g. Mr Jones painted his house. There is a do-er and a done-to. In a
visual image there will be the do-er of the action and the done-to. But there will
be no verb. However we are aware of an action of some sort.
TEXTS: No 1 & 2
Do-er / done-to
Interactors Reactor/looks at/ phenomenon No 4 & 5
Reactor/looks at/ imagined phenomenon. No 6
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ACTIVITY: On a sheet of photostated photographs identify the do-ers and the done-tos and
draw in the vectors
TEXTS: The Deliverance of the Dancing Bears

First Light

Rembrandt

Picture Judith. The line moving from the doer through the action and the done to
is called a vector. The vectors are significant in visuals because the lead the eye in
the sequence of events. They frame and divide the picture into its component
parts or episodes.
When someone is looking with their eyes and there is the action of looking there
is the looker (the reactor) and the looked-at (the phenomenon). Then there are the
actions in the form of a participle e.g. “I am running”, “She was fencing” and
“She is looking”. There is the do-er and the action but no done-to. However in all
of these there are the all important vectors along which the eye prefers to move in
its quest for meaning.
Another action in a picture is simply when someone is seen to be saying
something by the open mouth or the moving mouth as in film. What is important
is what they are saying , to whom they are saying it, and how they are speaking.
In written language quite often the saying verb is little more than said or replied
or asked. When a writer wants to include more meaning in the projection of
speech, words instead of said such as pleaded, shouted, exclaimed, snapped,
questioned, demanded, argued are used. In a picture this would be shown as a
facial expression. Facial expressions would influence the way in which characters
relate to one another. For example, “‘Sit over there,’ ordered the coach” carries a
higher modality than words which are more tentative like “Would you mind
taking a seat please?” This is also connected to the type of sentence we are using
whether it is a command, statement or a question.
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Associated with the saying verb is also the adverbial. This is the case for any type
of verb. The verb is enhanced or elaborated by the adverbial - an adverb or a
phrase telling, when, where, how, what/who with and why. Of course all this will
be evident in a picture showing a saying verb. The way it was said can be seen by
the expression on the face and when, where, how and why can be seen in the
details of the visual foreground and background.
TEXT: Bamboozled ‘I’ve bought two new fish’.
What is Grandpa saying?
How is he saying it?
Where and why did he say this?
What is his relationship with his grand daughter?
TEXT: The Big Vegemite Party Book p. 29.
Some verbs tell how we feel or think. Halliday describes these verbs as verbs of
thinking, knowing, understanding, verbs of liking and fearing, and verbs of
perception - seeing, hearing etc. Eggins, (1994) p. 241. Sensing verbs tell us
about the person to whom the sensing verb was attributed. e.g. “She wished for
the morning light to appear”.
In visual images we are not “told” what someone is thinking or feeling, unless it
is a caption in a comic strip. We only have the visual picture to go by.
TEXT: First Light What thoughts, feelings and emotions are evident on the
character’s faces? Do the feelings and emotions match the written text?
ACTIVITY SENSING PICTURES

Using your magazine pictures or newspapers try to suggest the thinking, feelings and
emotions of the major figures in the visual images. Does this match the written text? How
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constructed are these images? How does the photographer position you as a viewer? What
are you “set up” to think about the person photographed?
ACTIVITY

TEXT: Piggybook by Anthony Browne
Research the book for the action and saying verbs. Who are then do-ers? What are
they doing? Who and what are the done-tos? Is there any gender role
stereotyping here? The saying verbs can then be examined to see if they match
what happens in the illustrations. See Collerson (1997. p. 43).
do-er

action

speaker

spoken-to

done-to

Relating Verbs
Some verbs do not represent actions, speaking, emotions or feelings. They link things
together. For instance we might say, “Tom is fat and sickly because he eats to many greasy
chips”. Here we are relating Tom to those characteristics which we know him by - that of
being fat and sickly. These characteristics or attributes are generally shown as adjectives or
describers So we have “This rose is a reddish brown colour or The house is very old and
neglected.” The word is is a relating verb.
We might want to ask “What attributes does this person or thing possess? We
usually write these in as adjectives or describers by first using a relating verb such
as is or are.
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If we ask what does this person or thing have or posses, we may say, “Each
student has a brand new homework book or Mum has a red Ferrari.” The word
has is a relating verb.
The relating verb can also show the existence of a person or thing e.g. “There is
the sheep that got away or That is the book that you will find most helpful.”
Just as we have relating verbs in written texts, they are very much a part of the
visual image, but function in a different way. They may lie behind the very
purpose and meaning of pictorial text and the reason for its construction.
When you think about it, pictures represent things and people - they try to
represent something or somebody. As we consider the different ways things and
people are represented in visuals, we will see that this kind of representation is
common in factual type texts both in the written and the visual.
1. Representing something by classifying it into its different types: This is
where the participants are related to each other as different kinds of the one
product, phenomenon or thing. The types are often placed equidistant from one
another, and there is usually a blank background while the types have little or no
detail unless they are photos.
TEXTS:
•

Beta range of microphones

•

Sources of Australian Electricity

•

Mouse text from Office Works shows a range of mice of different types for
different functions from a 9 pin serial connection to a radio controlled
cordless mouse.

•

Should Australia Become a Republic? These expositions are all opinions
about this controversial topic. They stand for/represent the various opinions
which are typical of set age groups.
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•

Amnesty International Select Boutique Mixed Dozen. They are different
types of wine among the countries best all with a five star rating.

•

A set of subordinates with no superordinate e.g. the choices of mouses:
A symmetrical arrangement of subs same size, same distance from
each other, same orientation to horizontal and vertical.

2. Superordinate + subordinates: a tree like structure genealogy, hierarchy,
taxonomy and a flowchart.
e.g. Parents and children sitting down in front. The only meaning and relationship
for the participants comes through the superordinate.
3. Symbolic processes: attributive symbol processes: carrier and the attribute e.g.
man and his array of fungi types, The woman symbolised by the flowers - as
having the same attributes KVL p. 111.
TEXTS: Celebrating Us pp. 94-95. The Sydney Hobart Yacht Race symbolising
the Australian character and the Australian love for sport and a holiday.
Australian Geographic - picture of a platypus. What does it symbolise? Why did
Australian Geographic choose the platypus?
Holden trophy - What does the globe symbolise?
The Statue of Liberty.
The Eiffel Tower
Australian Educator: Buddies curbing school violence.
4. Whole – part: To show a whole is made up of its parts e.g. a sketch to show
way from a to b. proposed wedding seating arrangement.
TEXT: In the Plan of Exhibits pp 40-41 in Celebrating Us. Here all the entities
relate to each other by being exhibits as part of the whole Exhibition. The
numerical labelling of each exhibit anchors down the precise identity of the
exhibit with the drawing showing an iconic likeness to the real thing:
•

The Wind Rose Convict Ship.
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•

Advertisement - new houses

•

First Light - cross section of the boat

•

Celebrating Us pp 46-47 Plans for a convict ship showing the parts and
sections of the ship. It also has a little procedural text added with the cannon
as well as a couple of convicts to show the detail they went to create
mannequins. Plan of Services of a Typical Floor.

•

pp. 52-53 Living Together portrays the different groups of people and the
ethic products which symbolise a whole way of life, all making up Australia
a country of many nationalities all living together.

•

pp. 56-57 has a similar function in showing the different kinds of heritage
making up the cities (this should go to classification )

5. Cause-effect:
TEXT: Oil - a liquid fossil fuel.
6. Change over time: e.g. a time line showing stages of a temporally unfolding
process. Some drawn to scale. Some drawn to show how many as in a graph. pp.
99-106 KVL. They can also show different modalities. e.g. a diagram may be
relatively abstract and show details whereas another one may not to look more
naturalistic.
The analytical process may show a sequence of events with an embedded
explanation for each stage of the complete process. e.g. How a Tower Crane
Grows.
TEXTS:
•

How a Tower Crane Grows & A Water Turbine.

•

How petrol is made.

•

Graph showing energy intensity and energy consumption.

•

A Day in the Life of a News Story - a comic strip showing the temporal
order of how a news story is created.
483

7. Contrast or comparison: between the old and the new.
TEXTS:
•

How They Compare VW

•

Holden Remembers 50 Fare Years

8. Evidence.: This is evidence......
Sometimes a picture will be the evidence for a statement in the written text or it
may be just evidence in itself.
TEXT:
•

the Largest Passenger Load ever carried by a Boeing 747.

•

the largest bus in the world.

•

Sometimes pictures are merely a comparison between two subjects to
heighten the characteristic of one of them.

TEXT: An enormous Terex Titan - a man.

The Where, How, When, Who/What With?
Adverbials give the reader or viewer the circumstances in which something has happened.
Adverbs and adverbial phrases have definite functions in both written and visual
texts. They can, in different ways, provide the reader or viewer with the place or
location, time, frequency and duration. They can tell how some thing is done or
by what means. They can give the cause or tell why, and tell who with or what
with.
The following examples tell us the kinds of adverbials which crop up in verbal
texts.
Adverbial tell us:
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when

at 2 o’clock

where

in the bathroom

how

carefully

with whom/what

with Bill and John

cause

for my family

modality

possibly

degree

very

comment

Luckily.........

point of view

In my opinion............

English K-6 Syllabus (pp. 74-75)
Comment or modal adverbs add interpersonal meaning to the clause. e.g. Frankly,
I can’t stand eating take-away food. Personally I think we should go ahead with
the project.
We need to concentrate on what the adverbs/adverbials are doing in the sentence.
How are they changing the verbs and adjectives? What information are they
supplying? Take an explanation or a procedure - what is the role of the adverbials
in these text types?
TEXT: Any action picture in the yellow display book
Big Book Possum Magic Look for adverbials which modify the verbs in the text or in the
visuals.
ACTIVITY: Using a picture book find the adverbials in the written text and the find the
equivalents in the visual text. Is there a match? Are they different? Why?
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Building up the Picture - Noun Groups and Adjectivals
A noun group is that part of the clause that contains nouns and words which
accompany nouns. These extras words do extra things with and for nouns. We
cannot do the same with verbs.
For instance in noun groups we can add information about the noun which can
count how many, specify which one, describe the noun, classify it and qualify it.
ACTIVITY: One person writes spiders in a card. Ask one person at a time to write on their
cards the following information, one piece of information per card. How many, which
class of spider? a describing word, a comparison word, a phrase or clause adding more
information after the noun spiders.
e.g. spiders
the three spiders
the three redback spiders
the three shiny redback spiders
the smallest of the three shiny redback spiders
the smallest of the three shiny redback spiders in the corner
the smallest of the three shiny redback spiders spinning their webs in the
corner
(Eggins, 1994, p. 60)
Students can be shown how pictures can build up information about how figures,
objects and characters. In Modelled and Guided Reading sessions teachers can
show how pictures can build up these kinds of details about nouns. By
questioning students can isolate the central participant in the picture or written
text and gradually build up the descriptive information which goes to build up the
noun group.
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A grid with pointer, number, describer, classifier, noun, adjectival phrase is useful
for a game of round robin. This could be used in conjunction with a picture.
Teaching this kind of language structure is useful for information reports in
science and building up descriptive information in narratives in English.
ACTIVITY: Write some noun groups from a picture book onto cards. Cut them
up into words and ask the students to match the words to the picture. Is there a
match? Why, or why not?
TEXTS: Build up noun groups from the pictures in Let the Celebrations Begin
and First Light or The Story of Rosy Dock.
The English K-6 Syllabus has the different types of adjectivals which we should
utilise when building up the noun group e.g. article, pointing word, possessive,
numbering adjective, opinion adjective, factual adjective, comparing adjective
and classifying adjective.

Characters, Objects and Nouns
Before a teacher and the students may wish to delve into a text more deeply, it
might be wise to just enumerate the characters or objects in a picture or in a
written text. From then on students and their teacher might in a shared reading
session, talk about the relationships these participants may have with each other
and how this might be. Or they may wish to talk about the doers and the done-tos,
the vectors involved and who is being positioned in the transaction. You need to
know the participants in the visual work before you begin to study the interaction
of colour and the effect of light, or the codes of expression due to the details or
lack thereof, or the subtle effect of line on the viewer. There are different types of
nouns depending on their purpose and what they are doing in the picture or
sentence.
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Halliday (1995) talks of:
common noun
proper noun
compound noun e.g. walking-stick
count/mass noun e.g. Please tell me an exciting story. I’ll tell you one.
countable nouns e.g. ten cars some more timber NESB and ESL
students can have trouble distinguishing between the two kinds of
nouns and when to use them.
enhancing e.g. The only other place, [[I would want to live]], is New
Zealand.
actor/goal
carrier/attribute The cat has long grey fir and a fluffy tail.
collectives - a pack of cards, a herd of cows
extended nouns e.g. Peter, Paul and Mary, kangaroos, meat pies and Holden
cars
partitives - a slice of bread
There are also living and non living
human and non human
masculine and feminine
general/particular
objective subjective
singular plural
TEXTS:
List the nouns and their type using the following texts. Use the following
proforma. Write in why you would be naming the people and objects and where
you might lead on from there. e.g. discussing the interpersonal relationships.
Discussing which nouns are salient. Explaining a eye paths, vectors or framing.
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Nouns in Visual Text

What you would do with them

Circumstances
The verbs in a picture form the natural relations between the people and things
participating in the action or the act of being. They meld together the main
participants or nouns in the happening or representation.
However while there are main nouns, there are also minor participants or nouns.
They have not a part of the main nouns or action verbs. They comprise of the
circumstances under which the action or relating happens. In fact we can delete
these secondary nouns and still maintain meaning. We call these circumstances
adverbials because they tell us where, how, why, when, and who/what with. They
may be phrases with prepositions or they may be merely adverbs.
Adverbials of place relate the main nouns to the setting. being able to pick out the
setting in a picture or a painting requires that we can distinguish between
foreground and background.
There are a number of ways of showing an adverbial of place. Objects and
figures in the foreground can block out much of the setting for which there would
be a reason. The setting could be drawn or painted with less detail. The setting
can be darker of lighter than the figures in the foreground. This can all work on
the emotion or feelings of the viewer. It can create the kind of modality the
artist/photographer intended.
Adverbials telling when can be identified in pictures by the amount of light or
from the way in which the artist has depicted the time of day.
489

Adverbials telling how will reveal themselves in pictures if you ask the question
how was this action done? Or how did the policeman shoot the escapee? With a
gun tells you by what means, or how? They may also reveal what/who
accompanied the action or the actor. Or it may be that an adverbial accompanies a
relating verb.
TEXT:
Picture book The Deliverance of the Dancing Bears.
Indicate what adverbials exist in the first pictures. Can you match this with the
adverbials in the written text? What does the text do, add other adverbials,
support the pictures, or negate what is represented in the pictures. Give examples
to back up your arguments.
Have photostats of written text on first few pages.
Adverbials in the visual text

Adverbials in the written text

Where?

Where?

When?

When?

How, by what means, Why?

How, by what means, Why?

Who/what with, accompaniment?

Who/what with, accompaniment?

What messages are these adverbials creating?
How are the characters/viewers being
positioned?
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Noun Groups, Adjectivals and the Relating Verb in Visuals
The English K-6 Syllabus gives structure to the noun group e.g. the (article three
(number) beautiful (opinion adjective) native (classifying adjective) flowers
(noun). Additional elements to the noun group in the form of an adjectival phrase
e.g. the chair next to my desk, or an adjectival clause e.g. the chair that is next to
mine.
Other adjectives consist of the possessive e.g. her book, and the modal adjective
e.g. a possible answer, the pointing adjective this picture, and a comparing
adjective e.g. a much bigger ship.
Now all of these adjectivals may feature in a noun group. They can be
complemented with a visual containing all of or some of the written elements of
the noun group. For instance the noun group the older Chinese boy with the
chequered cotton shirt, contains elements of a noun group.
the
article

older
comparing

Chinese
classifying

boy with the chequered cotton shirt
noun

adjectival phrase

These elements could also be seen in a picture of the older Chinese boy with the
chequered coloured shirt. However, in visual texts noun groups are often
presented as a person or thing possessing certain attributes. That is, an object in a
picture could be a relating verb. The object has certain attributes. The boy has a
chequered shirt. He is Chinese and He is older.
The colour, hatching, stance or facial expression could relate to the viewer a
modal attribute. That is a modal adjective. For instance The bewildered Chinese
boy with the chequered shirt.
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TEXT: Write noun groups for the visuals in The Deliverance of the Dancing
Bears. Do they match the noun groups in the written text? What effect does
colour, light, body angle, facial expression etc have on the noun group and the
messages relayed to the viewer?
HOW WILL VISUAL LITERACY FIT IN WITH MODELLED AND GUIDED
READING?
Orientation to the text
Introduce the text and talk about its content.
Discuss the cover, title and author.
Revise topic knowledge and ask what the text might be about
Discuss the purpose of the text and what type of text it might be.
Make predictions about the text.
Reading the text
Lead students through the text, discussing illustrations and comparing what
meanings are there as compared with the print. Use elements of the picture which
produce the message for the viewer and show why you think the message is what
it is.
Pause to discuss the events, people, objects, figures, actions, effects of the
colours, lines, shapes, angles, frames etc.
Working with the text
Demonstrate a specific visual literacy strategy - a clue to discern the message,
positioning cultural meaning behind the illustration. Focus on the grammatical
knowledge e.g. Use of action verbs or the place of adverbials in the written text
and what purpose they serve in the visual text. Focus on word meanings and the
noun types in the pictures. Focus on literal and inferred meanings in the written
text. Focus on the meronyms in the visuals or where part of the picture is revealed
and you have to fill in the rest based on your understanding of the background to
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the picture. Focus on the structure or parts of the text and compare with the parts,
organisation or framing of the picture.
Re-reading the text
Re-read the text and have students join in. Let them volunteer what the messages
are in the pictures and encourage them to justify their points with what aspects of
the picture go to construct this message.
After the modelled reading
Use the visual messages and meanings of the text for a demonstration of writing a
personal response to the book.

The Grammar of Textual Meaning
In constructing a visual text certain decisions have to be made about the arrangement of
forms within a pictorial space. Decisions also need to be made about line, rhythm and
colour in relation to what modal relationship needs to be set up between the viewer and the
artist/photographer. When talking about the composition of a text we also need to know
about the ideas and what is contained in the picture. In other words we need to have all
three metafunctions, ideational, interpersonal and textual all interacting at the same time. It
is for convenience that we are isolating each function by itself to talk about the grammatical
resources which go to make up the particular function.
When a text is constructed the readers need to know where the text is at and where the text
is going. There are resources which show the way for the reader or viewer - that navigate
the way through the clauses, sentences and paragraphs or direct the viewer in the way the
visual is organise from one section through the different parts of the picture (Butt et al,
1996, pp. 88-89).
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There are three major sign posting systems which help to navigate the reader viewer
through a text. They are the thematic progression, the clause configuration and the element
of cohesion.
Halliday talks about “the creation of texture”. He enumerates certain features which when
combined make up the textual component of the English Language.
They are structural:
1. thematic structure; Theme and Rheme
2. information structure and focus: Given and New
Cohesive:
3. reference
4. ellipsis and substitution
5. conjunction
6. lexical cohesion
(Halliday, 1994, p. 334.)
As well as this we must not forget the clause complex or the architecture of the
clauses in a text. The theme is the element which serves as the point of departure
of the message. The remainder of the message is where the Theme is developed.
Clauses follow that structure e.g.
Theme

Rheme

the duke

has given my aunt that teapot

my aunt

has been given that teapot by the duke

that teapot

the duke has given to my aunt

So theme is the starting point of the message. Take the clause a five cent piece is
the smallest Australian coin and the clause the smallest Australian coin is a five
cent piece. Ask the question:
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What is the message telling you about?
In the first clause the message is about a five cent piece The second clause tells us
about the smallest Australian coin.
The Starting point of any message is any one of the following:
•

a noun or a noun group

•

a verb or verb group

•

an adverbial: adverb/phrase

Theme

Rheme

e.g. once upon a time

there were three bears

very carefully

she put him back on his feet again

for want of a nail

the shoe was lost

with sobs and tears

he sorted out those of the largest size

Sometimes themes can be expressed as a series of more than one group or phrase.
e.g. The builder and the inspector were walking through the building site.
Tom, Tom the pipers son stole a pig and away did run
on the ground or in the air we will fight on
Sometimes a theme can encompass a whole clause as in
What the duke gives my aunt

will be that teapot

if the duke gives anything to my aunt

it will be that teapot

Themes in commands typically are the verb e.g. keep quiet you or a noun e.g. you keep
quiet.
Themes in questions are usually either “is, do, don’t, can can’t etc” where you want a
yes/no answer.
Where information is asked for the theme is “who, what, when, how etc”
Halliday (1994, pp 38-47).
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Whereas the theme is the point of departure for the message as chosen by the
speaker or writer, the Given is what you the Listener already know about. the
New is the new information the Listener learns. Theme + Rheme is speaker
orientated. Given + New is Listener orientated.
It is the environment and the local conditions which will help determine whether
or not Given and Theme will map onto each other or not. e.g.
Are you

coming back into circulation?

Th

Rh............................................

.....................................New...............Given
I

didn’t know

I was out.

Th

Rh................................................

..............................................Given New
I

haven’t seen you for ages

Th

Rh...................................

........................New...........Given
Halliday (1994, pp. 299-301)

Theme and Rheme, Given and New Structure in Visual Texts
Now what is amazing in the compositional value of pictures, is that they can often be
arranged in a theme and rheme; given and new structure simply by how they are framed,
organised or how a change in colour or how the element of line is made to operate
separating one part of the picture from another. Rhythm or colour configurations can serve
the same purpose (CH).
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In visuals what is presented on the LHS is usually taken to mean what is agreed knowledge,
what is the Given. It is what the culture has agreed to be the taking off point of the visual
message. Then what is on the right is usually the message, the new information or the point
of the message. This L↔R arrangement is of course culturally determined. What is on the
left hand side is what the culture has found to be the most useful way of doing visual
communication when you begin a message. The whole meaning of left right orientation is
culturally determined. For instance in the West car advertisements show cars pointing in the
L↔R direction, whereas in the east car advertisements usually show vehicles pointing in
the R↔L direction. There are of course exceptions to this rule and as western advertising
becomes more Asian, car advertisements in this country are tending to mix the two ways of
depicting motor vehicles. So far I have used my own thinking within the framework of
Kress and van Leeuwen (1996). Nodelman (1988) has similar ideas. He suggests that in
picture books we have the protagonist on he LHS with whom we are asked to identify with,
more often than not.
TEXT: Rosie’s Walk The fox who is always on the LHS is the main protagonist with
whom we take as the Given knowledge - the way we think fox’s ought to act. Then Rosie
appears on the right. She is the object of the fox’s attention and her behaviour is the New
information for us the viewers (Nodelman, 1988, pp. 135-136).
TEXT: Wild Things
Throughout Wild Things Max is on the left, but when he moves suddenly to the right with
his dog to the left of him, we want to sympathise with the dog while he makes mischief.
We return to sympathise with him only when he moves back into the left part of the picture.
While on the right he is the villain for a short while (Nodelman, 1988, pp. 136-137).
TEXTS: Rebel pp. 6-7 The “hard-faced soldiers” are in theme position, given position in
the written text and are in the same position in the visual text. The Rheme or new piece of
information is “spread through the town, kicking down doors, waving guns, bringing every
person in the town before the General”. This information is on the RHS of the visual text in New information position. This is the new information about how the soldiers act - new
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information to consider and match with our preconceptions about soldiers from dictator
states. pp. 3&4 are organised in much the same way, but there are exceptions throughout
the book.
TEXT: The Deliverance of the Dancing Bears by Elizabeth Stanley.
“He took up the chain which restrained the small and miserable bear and tended the
bleeding muzzle”. Here we have the known information “He”. Yusuf is the Given
character. We wait for how he will intervene here with New information - he takes up the
chain and tends the bears bleeding muzzle. This matches the visual text.
Notice how the New information in the clause becomes the Given information in the next
clause. “Who is here” becomes “the madman” or the Theme of the following clause. In this
way the dialogue and personal interaction unfolds as part of the storyline. Also “Old man”
becomes linked through cohesion and referencing to words such as Old man, you, his
savings and He. Pages 21-22 shows an interesting arrangement of Theme Rheme or Given
New in the written and visual texts. The section beginning “One morning....” shows Given
expressions which match the visual over the page: “The frail old man” is in Given position
while “ he” is also in Given position. The new information in most clauses correspond to
the New visual information on the RHS of the visual text on the next double page.

Centrality or Centre Margin in Visual Texts
Probably what works best is the resource of Centrality or Centre Margin where the centre
position is the main idea and who or what surrounds the centre figure is dependent on the
centre or are extending elements to the main feature in the centre. The centre feature of the
page can behave as the Given information or the New information depending on the
purpose of the illustrator.
TEXT: Koala Lou by Mem Fox
In this story the central figure is often acting in Given position both in the visual and the
written text. “The emu loved her” where the emu takes centre position in the picture. The
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other animals around the margins are extended pieces of information about who else loves
Koala Lou.
Sometimes it is merely the Given and New at a clause level which matches the Given/New
structure of the visual. For instances where Koala Lou stretches in the sun and bravely goes
down the track all by herself, the first clause shows what comes first on the L R sequence
on the page. i.e. Koala Lou stretching in the sunshine. At other times Given New, Centrality
or Salience is complemented by the clause arrangements where an independent clause
might be the Given information in the picture and the dependent clauses are the New
information also in the visual texts.

Centre of Interest and the Rule of Thirds
It is not always pleasing to the eye to see the most important character episode or element
of a picture, placed in the centre of the page or canvas. With Centre Margin the
interconnection is different. The margins or what ever acts as the framing element, is
subservient to and depends on the centre of the picture. But the something in the centre
doesn’t always have the outlying margins linking with it - in which case the centre piece
needs to be a centre of interest for the viewer. A centre of interest is created where you the
viewer have to follow with your eye the eyelines created in the visual either by lines,
shapes, contours and colour changes. Once your eye rests, it rests on the point of most
interest. This is usually where all the eyelines and vectors lead to. It is usually at the
intersection of the lines of thirds. See the below frame.
TEXT: First Light
Activity: Using a photostat of a scene in this book draw in the 1/3 lines and establish the
centre of interest. What elements in the picture lead your eye to this point in the visual?
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Rule of Thirds

•

•

•

•

•

•

•

•

•

•

•

•

•

•

•

•

Relative Position in Visual Texts
This is crucial in so many instances within visual literacy, as in the painting “Primavera”.
In First Light the characters are situated in reference to the frame and the course of the
narrative and the interpersonal relationships set up are strongly influenced by this
positioning. Horizontal and vertical attitudinal angles discussed earlier are a prime case of
this.
TEXT: First Light The relative positioning of the father and the son is crucial to the
unfolding of the story. The same is evident in John Brown and the Midnight Cat.
It is useful to think of people and objects in terms of background and foreground when
talking about the relative position.
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Salience
Salience (Unsworth, 1998) refers to the relative weight of the various elements in
compositions. Although it is estimated subjectively, salience is a result of a complex
interaction among various features of the elements including size; distance, sharpness of
focus, colour contrast and colour saturation. Placement in a visual field is also significant
in determining salience. Elements become ‘heavier’ as they are moved towards the top of
an image, and the further they are moved to the left due to asymmetry in the visual field.
Human figures and especially human faces are usually salient, although culturally specific
factors may also influence salience. We can see several of these factors combining to
produce the salience of General Min in Plate 11.
Within compositions the salience of elements is a significant factor in organising meaning
in layout. Salience plays a role in balance and balance centring of a composition. The
reading paths, which are the particular trajectory of the movement of the implied reader
within and across the different elements, are partly realised by the relative salience of the
various elements. Reading paths are also partly realised by vectors such as lines leading the
eye to elements in the background or foreground or by abstract graphic elements leading
the eye from one element to another.

Background Foreground
Background and foreground are terms which help students delineate a 2D text into the
spatial arrangements and interrelationships of the interactants.
TEXT: Ray Crook’s The Football Match
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It is useful to talk about the characters in the foreground and those in the background when
talking about the what is happening in the painting and the relationships and interactions
between the major players.

Cropping
See Semiotics below
TEXT: Notting Hill OH’s What effect has cropping had on the story behind Notting Hill?

Visual Arts Techniques
Artists, drawers, illustrators and indeed photographers can use line, shape, tone, size,
texture, direction, shadings, patterns, cross hatching, surface, colour value (light/dark),
colour hue (cool/warm) and colour saturation. Now all the elements of colour have been
treated in the Interpersonal Function. The compositional components of colour go towards
constructing the cohesive text. Colour can divide pictures into Given and New, or
foreground a certain object or character as being salient. As well as corresponding to the
modal function of language it could very well correspond with the resources of cohesion
and reference such as word chains, repetition, part/whole, synonyms and pronouns. These
will be treated below.

Line
Line provides the essential element for motion across a visual space. Horizontal and
vertical lines can connote stability and equilibrium in a picture. dots or broken lines can
suggest motion (On Line Visual Literacy Project, 1994). When lines are joined together to
enclose an area, we are affected differently to when lines are disconnected. Joined lines
enclose a space forming a shade and are more stable and show more solidity than lines
which are not joined. They tend to be disordered and create a form of energy.
_

__ _ _
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Lines are sometimes referred to as eyelines, paths or eye paths. These lines are what our
eyes follow, not necessarily in the order of events in the narrative but in the order in which
our minds think they suggest (Nodelman, 1988, pp. 160-161).
Disconnected lines as opposed to the solidarity of enclosed shapes, suggest activity and pull
our eyes in all different directions.
TEXT: Wild Things In this text Sendak uses disconnected lines as hatching to imply
movement but crosshatching to hold objects down. This is in contrast to Max who is in
motion, As the story unfolds he is more crosshatched to show that he is calming down.
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TEXT: Eleven Ships of the First Fleet Notice the broken lines all parallel and directional
implying a heavy storm.
TEXT: Jollif’s “Hang on till the next station...” Broken lines in concentric curves implying
fast motion. Compare with enclosed shape of the steam train. A mighty solid mass in fast
motion.
TEXT: Jollif’s “Don’t stop now..” Swirling unjoined lines, and concentric arcs suggesting
frantic speed. Compare with enclosed mass of the tree - stability.
TEXT: “The settlers chose the most fertile valleys to live in...” from Clark’s History of
Australia.

Notice the cross hatching to denote stability and settlement.

TEXT: Chapter 6 CONVICTS from same book
The folds in the clothing, swirling line work, and the eyelines created by the limbs depict
escape and flight from capture. Contrast with the enclosed shape of the barrel and the box.
Interposition: When lines and contour meet they form junctions. T-junctions highlight the
rear surface which appears to go behind the rear surface forming a subjective contour. An
X-junction happens when one surface crosses over another and hides it.

Motion, speed and movement
As well as using broken lines, motion can be implied through creating a blur. This can be
done in drawing as well as the use of photography.
TEXT: Sydney Morning Herald “Blurred hands picture”.
TEXT: “Yes Optus” text with panicking man looking in every direction.
Sometimes motion s shown by distorting or elongating the shape. e.g. a droplet of water is
shown to move by stretching it out
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TEXT: Water Board ‘Every drop is precious’ ad.
Motion is also understood as a L⇒R convention. So Rosie in Rosie’s Walk heads to the
right. The goat looks to the left but is clearly not going anywhere. Time also by convention
moves from left to right. What comes on the left hand side we assume to be the first action
to take place. But this is not always the case because one can set out on a voyage or a trip
on the LHS and return on the RHS.
In film it is conventional when travelling from the east to the west to move from the R⇒L.
Movement to the left seems to imply that movement or progress is impeded. The fox in
Rosie’s Walk looks left even though the wagon on which he is standing moves to the right
and disastrously into some beehives (Nodelman, 1988, pp. 163-165). Where confusion
reigns illustrators will show many directions to indicate this. However a downward path is
indicated by top left to bottom right, and an upward path is indicated by a movement
bottom left to top right. Sometimes artists and illustrators capture motion merely through
the vividness of colour.

Motion captured in unsettled stillness
Sendak and other illustrators are able to show a sense of stillness amid intense activity.
TEXT: Maurice Sendak’s Wild Things
There is intensity and accurate detail. There is a sense of solidarity. Sendak’s Max swings
from a tree. He and the wild things look as if they have been hanging in the same position
for some time rathe than being engaged in swinging from branch to branch. This stillness in
motion is also evident in motion pictures which slow down the movements of horses or
characters to slow down the movement so much that they seem suspended by the air itself.
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TEXT: Brave Heart In this movie as Wallace comes into the village to avenge the death of
his wife, time stands still by slowing down the movement of the horse. His gaze is steadfast
towards the general area of the soldiers and the music uses a unsettling monotone. The
technique is also used when Wallace dreams about his wife. She appears in the misty fog,
drifting by and alluding him. It is done slowly, with lighting to make the focus characters
look solid in their stillness, while the aerial lighting of the mist adds to the dream like
quality of then episode. Interesting also is the way of capturing the passage of time by
showing Wallace as a grown man entering the valley of his childhood.
Both Sendak and Van Allsburg strive to repress the intense activity they have depicted.
Sometimes the characters’ eyes are shut. They use strong contrasts of shadow and light.
The objects and character begin to look like sculptures and they look solid and hard to
move. They either densely texture the surfaces of objects and people or make use of
hatching to contradict any energetic use of line. All this brings a dream like quality to the
characters. The meaning comes through the details of surface rather than through any
action. Nodelman (1988) says that these illustrators and authors “combine the effects that
stop motion with depictions of activity, and thus create the paradoxically unsettled stillness
that characterises many of the best picture books” (Nodelman, 1988, pp. 163-171).

Shape and contour
Contours and outlines are the processes whereby we analyse pictures. From a psychological
perspective the elements of pictures which we see are essentially contours or abrupt borders
or the gradual transitions from one colour value to another. Contours are mainly colour
brightness borders. Some borders are from shadows or texture differences (Kennedy, 1995,
p. 188).
When we see a contour we can pick out a shadowed area on a moulded surface such as a
face. Contours can often cross to form either a ‘T’ intersection or an ‘X’ intersection. At a
‘T’ the contour is assumed to continue behind the second contour because of our world
knowledge and experience (Kennedy, 1995, pp. 190-194).
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TEXT: The Employment National text with a workman reaching out to an array of beams.
Here these assumptions by perception are based upon our world experience. In a written
text we rely on the grammar to communicate similar ideas. We would need an adverbial of
some function to tell us that the beam continues on behind the other beam.
Shape can also be used to depict the mood of the scene. Squarish shapes suggest rigidity.
Sharp jagged shapes seem uncomfortable as with Max in Wild Things, but the curved
shapes of the monsters’ horns and claws and their bodies settles the fear and makes Max
more accommodating of the monsters (Nodelman, 1988, p. 127).
Differences in regions can be analysed by differences in contours which are analysed to
detect shapes in shadows, dark areas dealt with as shadows. Lines are two contours but
K194

Size
The relative size of a person sets up all sots of meanings and interpersonal relationships e.g.
The Race and First Light. The shear size of the teacher in The Race and the size of the
father in First Light sets up the character relationships within the narratives.

The size of an object is also related to its depth and elevation
The height of an object can be effective information about its depth, size and relation to the
horizon. Objects below the horizon are further away the closer they are positioned to the
horizon.
Above the horizon the closer they are to the horizon the further away they are. Any object
below the horizon from the viewer’s vantage point, is less than the height of the viewer.
Any object which reaches the horizon is the same height as the viewer. If the object
projects 10% above the horizon will show that its height will be 10% more than the eye
height of the viewer.
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According to Sedgwick (1973), objects with most of their mass above the horizon can be
shown to be vast in size if the viewer looks up at a slight angle (Kennedy, 1995, p. 202).

Configuration
Individual lines and contours and irregular figures - particularly closed ones can stimulate
pictorial effects K197.
Powerful geometry - perspective which can be used in many ways The orientation can
affect perception. The structure of the environment is an ecological and /or realistic
constraint on picture representation defining some as normal, others as unusual and others
as impossible K199.

Aerial perspective
Aerial perspective (particles suspended in the medium) or clearness is a useful guide to
depth in a picture where medium for transmission of light is not perfectly transparent. In
hazy misty conditions the more distant the less clear. Blue and other colours of short wave
length scattered more than long wave l colours such as red. eg. green hills look blurry while
setting sun is still a strong red (Kennedy, 1995, p. 199).
TEXT: Brave Heart When Wallace dreams of his wife she is barely visible in the forest as
the light greyish blue mist hides her image in the distance. As he follows she becomes more
visible.

Shading and lighting
Shading and lighting can involve cast and attached shadows and directional illumination.
Particles can produce beams of light - from a window, into a forest glade, from a street
lamp into falling snow or rain.
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Perspective Geometry
Perspectives can be correct or incorrect at different angles of viewing. Polar perspective,
parallel perspective and foreshortening. (Kennedy, 1995, pp. 203-206). The 15o cube has
the widest tolerance range of other cubes It is robust when viewed from an angle other than
directly in front. (Kennedy, 1995, pp. 203). Vision finds circles to be robust representations
of spheres, highly acceptable from a range of incorrect vantage points. If viewing angle is
65-70o off the normal, the appearance begins to fit with the exact perspective (i.e. little
tolerance), and it begins to look like an elliptical solid, small axis toward viewer (Kennedy,
1995, pp. 205-6).

Frontal isometric projection
Frontal isometric projection is highly acceptable for showing extended scene - landscape
(Kennedy, 1995, pp. 206.) There is no ending to its parallel lines. the front of the object is
not distorted. It is seen to be objective and its real measurements on the page to represent
the real dimensions. It is mainly used for technical drawings. There is no chance of
involvement or detachment. In language we have “impersonal voice” which is
characteristic of scientific language, or a scientific report (Kress and van Leeuwen, 1996,
pp. 152-153).

Angular isometric
Angular isometric is shown to be looking at the world from a sense of detachment.
Japanese woodblock artists in the eighteenth century made use of this kind of perspective
(Kress and Van Leeuwen, 1996, pp. 152-153).

Polar perspective
Here the rectangles are not parallel. They recede into the distance at intersections.
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Offer/Demand in perspective
Polar perspective tends to offer the object as something to observe or are information.
Angular isometric tends to show the object still as information in an impersonal voice, but
is offering more reliable information. It can be a diagram with real measurements. The
viewer could desire it and obtain the object.
Frontal isometric is more of a modal object where it can belong to the viewer. It is front on
hitting the onlooker in the face and offering itself as goods.
Vision finds that quadrilaterals from a polar perspective (15oand 36o subtended angles)
should be foreshortened to 65-70% of the length of the sides of the “frontal” (looking front
on) square. If parallel perspective, the quadrilaterals are foreshortened the same way.

Written Language
The kind of perspective used in the visual text may interact with written grammar. For
instance if there is a direct offer of goods there may be a use of second person with an offer
of goods and
services. “If you and your family require a break away from the hum drum of busy life,
then this holiday cottage.........”

Visual Relationships
Directed tension within pictures and the balance and harmony which is achieved.
There is no directed tension as merely another part of signifying or making meaning.
Meaning from tension is not coming from without or from the culture or values which go to
make up a picture. Rather it comes from within the picture. There are certain dynamics
within visual literacy which create balanced compositions and the aesthetic satisfaction of
wholeness. With picture books you do not have that completion of wholeness and balance
of tension as you might get in paintings and drawings because there is a sequence and each
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frame is seen as a part of a larger whole. Pictures within picture books can rarely “hang on
the wall by themselves”. So the picture within the picture book shows just one part of a
continuing action or progression, a moment in tension and imbalance. In fact pictures can
attract attention more in the picture book by the imbalance of some of their parts. The
complete balance of tension comes at the end of a story book where all the sequences, plots
and complications reach a climax or resolution . It is here that a sense of balance is
achieved (Nodelman, 1988, pp. 125-126).
O’Toole (1994, p. 23) talks about how forms are related to the horizontal axis and the
vertical axis. Both contribute to a sense of stability and harmony. On the other hand
diagonal eye lines contribute to the creation of energy. O’Toole calls this balance and
harmony the “gestalt” of the picture. It includes framing, horizontals, verticals, diagonals,
proportion, geometry, line, rhythm, and colour. All of these elements are highly functional
in creating meaning.
TEXT: The Football Match has vertical elements which give it a sense of stability.
TEXT: Woodlore by Cameron Miller pp. 1 & 2 Verticals and horizontals blend in with the
framing. This gives as sense of the stability and harmony which belonged to bygone times.
The background of the borders thematised the wood and frames off the episode in history.
These are shown as embedded clauses in the written text.
Yew tress, [[ grown through the ages]],
Have the wood [[the bowyer favours]].
In pp 3 & 4 fiddle back frames off the rest of the picture. Again it is thematised in both the
visual and the written text.
“Maple and spruce” on the LHS is also the Given information.
“are always kings for makers of lutes and violins”
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Maple and spruce .... for makers of lutes and violins is a noun group very much in keeping
with the composition of the visual text.
In pp 5 & 6 “bodgers” is the centre piece and is in theme position in the written text.
Two clauses are contained in “From Beech wood, turned and left to air.” In the visual the
turner and the stack of timber airing off are nicely framed off within the LH picture.
TEXT: Primavera OH (O’Toole, 1994, pp. 23-27)
In this myth Zephyr is aligned diagonally. This creates energy and tension from the RHS.
Mercury fills the LHS and forecloses the R→L movement. Zephur fulfills a modality
function and tries to involve the viewer.
All the feet are aligned at the bottom with the bottom of the frame. Flora and Chloris have
truncated feet → creates disturbance to the harmony of the picture which is seen in the
parallel legs and feet in the LHS of the painting. The heads, except that of Venus and Cupid
all follow the line of the sky and the bushes. This serves to accentuate the position of Venus
above the rest . Her feet and head are fairly close to the top and bottom borders and she
appears taller than the rest. She is standing back from the foreground of activity. The
foliage gives her a halo and makes her gaze irresistible.
Some art critics say that paintings have a hidden geometry. This was due to the renaissance
genius of Alberti. In this case a ratio of 4:2:3 applies spatially. The “2” is bordered off by
the left with hands and with a face on the right. Diagonals are also built into the painting
showing distinct paths of energy. See Fig. 1.7 Overall the painting is a “gestalt”
harmonising at the whole text level, episode and member. That is the 4:2:3 proportions in
the episodes, the framing of Venus as a significant episode and the interaction of members the linking of the eyes and hands. This balance and harmony is not unlike that of parts of a
melody.
Regarding colour, this has narrative and modal consequences. The coldest colour is
Zephyr’s robe which is our point of entry into the painting. The warmest colour is the red
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of the robes of Mercury and Venus who offer the narrative a resolution. The flesh of the
females is evenly toned - a blush colour for Flora, Lust and Chastity. The colour creates
waves which interact with the rhythm of the RHS and the dance on the LHS, and the folds
of the clothes as well as the micro-rhythms of the fruit and the flowers on the ground.
TEXT: Rebel by Allan Baillie. Many of the pictures in this book have exophoric
references. That is somebody from without the picture threw the thong or the General is
shouting at people outside the picture. A sense of tension is created - a tension which suits
the mood behind the plot. Sometimes eye lines and vectors within a picture refer the viewer
to the next page or to what comes next in the sequence of events.

Cohesion
See Rebel A text becomes cohesive when items are related in some way to those gone
before.

Lexical cohesion
Lexical cohesion happens through:
1. repetition
2. similar words: synonyms e.g. specific-general, flowers-garden, partwhole, stopper-bottle
3. words which co-occur e.g. flesh and blood, friends and relations

Reference
Use of pronouns, substitutions
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Use of ellipsis and substitution - particularly in dialogue (The ‘reach’ of this form of
cohesion is localised, whereas the ‘reach’ of other forms is more throughout the text.)
(Halliday, 1994, pp. 334-338).
Conjunctions:
Conjunctions help organise a text to give it structure. They can be at the beginn9ing of
sentences or in the middle. e.g. ..............so....................

After.................., .....................

However,......................................... While.....................,....................
......................., whereas............................
Conjunctions give sentences the ability to expand. They can elaborate, extend or enhance
an idea. Halliday (1994, p. 328).
Conjunctions can be additive (and)
temporal (then)
causal (so)
adversative (but)
continuatives (of course, well, anyway, surely)
Collerson (1994, pp. 135-136).
How clauses are combined:
The way a text is constructed is often dependent on how the clauses are combined. Clauses
can be combined independent of one another, or they can be combined so that one clause
depends upon another. Thus we have dependent and independent clauses.
e.g. Linguistics can be a fascinating subject
One independent clause
He fixed his snorkel to his goggles //and slid beneath the waves.
Two clauses both independent
Night fell//the silence deepened//and the child huddled closer to the tree trunk for comfort.
Three clauses all independent
As she looked down into it, //the auditorium seemed bigger than ever.
First clause dependent
While they listened//the bird song changed//moving into songs of alarm.
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Dependent, independent, dependent.
Irony/Stereotypes/matriarchy, patriarchy in picture books

Semiotics
The Syntagm
TEXT: Notting Hill Picture
What we have to do here is to beak this photograph down into its components, just as a
grammatical analysis of a sentence can proceed into more and more detailed levels of
analysis. Each sign here is like a phrase in a sentence.
At the same time we must not forget the social determination of meaning.
Hall and Parkin have shown that what readers bring to their negotiation with a text is
determined by their place in the social structure. Both believe social class determines this.
Morley adds more to this:
Other factors according to Morley include education, occupation, political affiliation,
geographical location, religion and family. Each produces a discourse - a particular
language with its ways of making meaning. Reading then is a negotiation between the
numerous discourses of the reader and the discourses of the text (Fisk, 1991, pp. 113-14).
The two main signs in this photograph are the group of black youths and the group of
policemen.
Subsidiary signs are the crowd of blacks surrounding the incident, the urban setting, the
underside of the flyover, the old terrace houses and the tree.
All these signs connect and interact in a certain way. And the meaning these signs signify
to us are the result of our cultural experience. We recognise the uniformed figures as
policemen and not as the Salvation Army.
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Myth and Connotation
The meanings signified by these signs will trigger off our existing chain of concepts that
makes up our myth about police. This picture works through the dominant myth that police
are non-aggressive. The signified of the black youth draws on two myths - that of the
blacks and that of ill-disposed youth. Confrontation is the result of race and also the
generation gap. The forces of law and order (us) are set against the forces of anarchy
(them). The confrontation in the photo becomes a meronym (or a part of) of internal stress
and conflict within our society (the whole). The underside of the flyover is a meronym for a
run down area of the big city. The crowd of blacks shows that this is their neighbourhood but these readings can only be made in the context of our own knowledge and experience of
the city, its political structure and who runs it (Fisk, 1991, p.105).

Cropping Pictures
A good activity
The Newspaper Observer has cropped this picture - the eyes swing from L to R. This
reinforces connotations of confrontation. The tree, the only softening item has gone. The 4
words added are placed to separate the two protagonists.
H. Evans the editor of the Times commented on this cropped version:
He explains that newspapers are concerned with news value of drama and detail and with
technical and economic matters of publication space. Talks of taking the reader by the
eyeball. He assumes that the reader to be the receiver of the message. This is the
messenger/receiver model of communication. However we know that readers have a far
more important role.
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The eye grabbing is largely determined by the fact that the reader already has a level of
concern and a range of social attitude about the incident and the social relationships of
which this picture is a meronym. Hence the structure of the text is interacting with the
social attitudes of the reader (Fisk, 1991, p. 107).
Cropping off closes off possible meanings and connotations that conflict is caused by
possible social deprivation, and prefers the one that blacks are naturally aggressive and
antisocial. Such a myth is used by white society to explain why more blacks than whites are
in courts and in gaols. The myth denies us access to the history of black slavery,
colonialism etc.
The words “YOUNG BITTER AND BLACK” cue into this social myth and helps naturalise
their explanation of the bitterness. It is caused by their nature as blacks, and not by their
treatment by the whites.
Barthes is clear that the function of myths is to serve the interests of the dominant classes.
White interests are well served by these racists myths because they allow whites to avoid
recognising that it was their history and not the nature of blacks that has caused these
problems (Fisk, 1991, p. 108).
The myths wrongly centre the problem and its solution in the black sector rather than the
white. Demystifying them is a social and political act.
ACTIVITY: Using special cropping squares crop off one of these newspaper pictures and
discuss how the story changes as you recreate your version of what is happening in the
picture.

Paradigms
ACTIVITY:

The commutation Test: Change the van to a car - little difference. However

the van is not a signifying unit. Changing the background to a white prosperous suburb
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would radically change the meaning of the syntagm. This would lead us to think that the
conflict is not contained in the inner city but has spread into society at large. Changing
blacks to whites brings another different meaning to the syntagm again.
(Advertising photos have deliberate choices in ways different to how the news
photographer chooses to take pictures of news events.)

Words and Image
Barthes says that captions bring anchorage to photos. Concerning visual images he argues:
“They imply, underlying their signifiers, a floating chain of signifieds, the reader able to
choose some and ignore others”. Words help “fix the floating chain of signifieds in such a
way as to counter the terror of uncertain signs.”
We rarely see a photograph without a caption. Barthes (1961) calls the caption a “parasitic
message designed to connote the image, to quicken it with one or more second order
signifieds”. Connotation gives the reader a greater range of meanings than does denotation.
Words can be used to narrow down this range, or close off parts of it (Fisk, 1991, p. 110).

VIEWING WORKSHOP - handout
Ref: Teaching Viewing and Visual Texts by Rod Quin et al 1996.
This book is in line with the national profiles and delineates between lower
primary and upper primary. The boundaries can be changed according to student
needs.
Takes the spiralling curriculum approach (p. x). Uses pointers to show the
achievement of the national profiles outcomes. (p. xii).
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The importance of visual texts
“If we consider the number of television sets and video cassette recorders in
Australian homes, cinema attendance figures; circulation of magazines, comics
and books which rely largely on visual images to communicate, and the ubiquity
of signs, billboards and logos in the environment, then it is clear that visual texts
are a major form of communication in Australian society and possibly the major
source of information and entertainment. This alone provides an important reason
for the inclusion of the study of visual language in the school curriculum” (Quin
et al, 1996, p. 2).
The meanings of visual texts seem so obvious. It is easy to forget that the
language of visual texts is learned e.g. the fade in a film represents the fading of
time or a swarthy unshaven figure in a comic strip is recognised as a shady type
of character.
We should involve the study of visual texts in English because they involve
language. The study of visual language helps students in their study of language
in ways consistent with the national statement of English. Meaning systems in
visual texts are referred to as codes from the field of semiotics.
Codes in viewing picture books, newspapers, magazines, pamphlets:
•

the written language accompanying, or captions

•

codes of colour and shading in illustrations, to convey atmosphere

•

codes of angle, framing and perspective to imply a relationship between
viewer and the subject of an illustration.

•

codes of sequencing, such as implied chronology and causal relationships
between illustration
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•

the symbolic mngs associated with objects, settings and print styles.

•

the mngs associated with gestures, facials and clothing

•

narrative and expository codes (similar to K VL)

See p. 2 for codes of film and television. I think that these are good but very
limited in scope. They have just chosen a few of the possible resources available
for analysing visual texts and called them codes after the tradition of
Pierce/Barthes?? More likely they are systems which contribute to the semiotic of
the message within the metafunctions of the Hallidayan language system.
Referring to television Hodge and Tripp (1986) cited in this book, state that
‘children’s response to television is typically a complex cognitive act, not the
enemy of reading and thought as so widely feared, but so closely akin that it
makes sense to talk of reading television.’ That same comment could equally be
applied to all visual texts.

The following shows the similarities between reading and viewing
activities:
•

Use the title to generate expectations

•

Use book cover or program title sequence to generate expectations

•

Use experience of similar texts viewed or read to guide expectations

•

Draw on own experience to make sense of information, events or characters

•

Modify predictions in light of experience of the viewed or read

•

Infer meanings not explicitly stated

•

Combine separate events into narrative by inferring cause and effect or a
chronology of events

•

Make judgements about text in light of own experience (1996, p. 3)

•

Viewing helps other areas of learning

•

Interpreting pictures involves skills of identification and prediction.
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•

Uses same skills enabling students to decode the print of books.

•

Students’ knowledge of narrative structures gained from film, television or
comics, can be applied to the study of print narratives.

•

Language of texts can be imbued with values and ideologies and ways of
thinking about the world we live in. Visual and written texts can, as well as
oral and other texts, have racist and sexist view points put forward as normal
and excluding other possibilities. They may present ways of thinking about
races and families as natural and in so doing exclude others. The
transmission and creation of values and ideologies is the most important
reason for many people for including visual texts in the study of English (p.
3) (Fig. 6 good)

English for Australian Schools p. 4
•

Visual texts for the classroom: newspaper, magazines, comics,
films, television programs

•

Everyday visual texts: signs, symbols, greeting cards, pamphlets, brochure,
catalogues, billboards, advertisements

•

Visual texts and literature: picture books and children’s literature, film and
television versions of literary texts, films and television, classics in comic
form.

The Language Strand - the influence of contexts
Meaning is influenced by the contexts of both the producers of the text and the
audience. Meaning then becomes the complex interaction between the producer,
text and audience.
The National Profiles recognise the influence of sociocultural and situational
contexts of the language and meanings of texts.
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Many cultural understandings relevant to study of visual texts are the same as in
the study of written texts: Sociocultural: visual language is a social product like
spoken and written language. The language and meanings of visual texts are
strongly influenced by the values and beliefs of the social groups who produce
them. People interpret visual texts in the light of their own sociocultural values.
Thus texts may have different meanings for different people.

Situational context
The language and meanings available to viewers depend on:
•

the purposes and audiences for which texts produced

•

the specific social situation in which texts viewed

•

nature of the medium by which the text is transmitted

•

the viewing purposes of the audience.

Commercial influences need to be taken into consideration.

Linguistic structures and features
Organisational patterns and conventions: many are the same as with written texts,
especially those of text structure, such as narrative, logical and expositionary
patterns. Visual texts also have linguistic structures and features of their own
such as those associated with camera technique, editing, lighting, sound effects
and music.
Most students have a well developed implicit knowledge of the linguistic
structures and features of visual texts from their everyday experience. The
teacher’s job is to make the implicit knowledge of the students explicit. See Fig 7.
522

Linguistic structures and features of visual texts
Level of text as a whole
•

narrative point of view

•

sequence

•

narrative structures such as exposition and resolution

•

expository structures such as introduction and conclusion

•

setting

•

characters

Level of individual image (one and the same in the case of a photograph)
•

camera angle

•

shot composition

•

music

•

lighting

•

colour

•

objects

•

non verbal language (such as facial expression, body movement and posture)
There are many more resources available for meaning making.

Strategies
Strategies refer to the ways in which students use their knowledge of context and
language to make meaning from texts.
The English Statement says that students use the following strategies to make
meaning from visual texts:
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•

interpreting meaning (predicting, checking, confirming and self correcting
using knowledge of the topic, patterns of language and text structure, and
visual cues).

•

monitoring understanding of the text and evaluating and questioning texts
(relating ideas and information to personal knowledge and experience,
asking questions while reading or viewing, discussing ideas with others,
note taking, considering relationships between visual and non-visual
components of the text, identifying the sociocultural orientation of the text,
detecting bias and prejudice, using journals and logs)

•

reading and viewing for specific purposes

•

selecting texts on recommendation of others.

Again many of these strategies will be implicit in how the students approach
texts. Encourage them to make these explicit. Monitor how they interpret
meaning, and evaluate and interrogate the strategies they use.
More explanation is needed on how to do all of the above (p. 6).

The pairing of reading and viewing in the English Profile
Reasons:
1. They use many of the same conventions.
2. Both are a form of decoding.
3. Strongly connected, they draw on each other for ideas and stories, forming a
single universe of discourse.
4. Both involve the use of language and therefore share many of the skills,
knowledge and understandings relating to the study of written language and
visual language (p. 6).
5. An important reason for pairing reading and viewing is that both often work
in combination e.g. newspapers and magazines often have captions. Change
either the picture or the caption and you have a different meaning. Also the
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cover of a book can have a powerful role in shaping our thoughts about a
character and the roles they play in the narrative.
6. Skills developed in understanding the visual texts will enhance the
understanding and comprehension of the written text and vice versa (Quin et
al, 1996, pp. 7, 48 & 47).
Quite often newspapers, magazines and advertising communicates visually
through the layout of the page and the size of the print and its style.
Similarities between reading and viewing: Examples of contextual understandings
relating to the study of both written and visual texts:
•

Texts can represent real and imaginary experience.

•

Texts are produced for specific purposes and audiences.

•

The use of language depends on shared cultural understandings.

•

Representations of social groups are often limited and based on a process of
stereotyping.

•

The meaning of a text is influenced by the context in which it is read or
viewed.

•

A text may have different meanings for different people.

•

Texts are influenced by the socio-cultural backgrounds of their producers
(Fig. 10).

Examples of linguistic structures and features common to both written
and visual texts:
•

narrative point of view

•

sequence

•

narrative structures such as exposition and resolution

•

expository structures such as introduction and conclusion
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•

setting

•

characters

•

stereotypes

•

generic conventions

Examples of strategies used in the interpretation of both written and
visual texts:
•

using the title to generate expectations

•

drawing on personal experience or knowledge of a topic to predict events
and information

•

using knowledge of the structure of text types to predict events and
information

•

predicting plot development based on cause and effect relationships

•

making connections between illustrations or images and written text

•

self-correcting earlier predictions or interpretations on the basis of more
experience of the text

•

using knowledge of narrative structures to predict likely endings

•

adjusting strategies for different texts and different purposes

•

drawing on experience of objects, clothing, gestures and expressions to
interpret characters

•

scanning for specific information

•

making predictions about plot based on setting and character types

•

reflecting on the manipulation of chronological order in narratives

•

identifying the purposes of a text and using this to guide interpretive
strategies
(Quin et al, 1998, p. 7.)
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Examples of linking reading and viewing
•

Meanings of both visual and written systems are created by social
conventions eg punctuation.

•

Encourage students to use knowledge of text types in visual literacy to
generate expectations of written texts and vice versa.

•

Discus functions of the cover of the book with title sequence of a film or
television program.

•

Both have a narrative structure problem, resolution (CH: narrative processes
KVL).

•

Pointing out similarities between stereotypes and characters in visual and
written texts.

•

Similarities in characters in written and visual texts - appearance, clothing
etc

•

Comparing representation of social groups in visual and written texts (Quin
et al, 1998, p. 8).

A Framework for thinking about visual language interaction between
producers/texts/audiences:
Available meaning systems
Linguistic
Ideological
↑ ↓
Factors affecting production→production→TEXT←Reception←Factors
affecting: e.g. reception, laws and regulations, selection, purpose, history,
manipulation etc (See Fig 11 Quin et al, 1996 for complete framework).
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Meaning systems are available to both producers and audience alike i.e. codes and linguistic
systems e.g. dove = peace or a given genre. A range of meaning systems will be available at
any one time but some will be more dominant than others because they are more valued or
associated with prestige or power (Quin et al 1996. p. 9).
Meaning systems do change over time e.g. pages falling out of a calendar used to denote the
passing of time (my terms) but now a simple cut does the same job. Black people used to
denote villains or victims but now the range has expanded considerably - meaning they are
associated with heroes, leaders or protagonists.
In constructing a visual text there is a selection of linguistic structures from the various codes
and conventions available, and their combination in particular ways. This process can be
compared with the way speech is structured. We draw on our knowledge of language, its
vocabulary and its rules of grammar to make a sentence make sense. Some available meanings
are selected and others are not (p. 9).
The process of selection, combination and manipulation acts to restrict the meanings available
from a text. While most visual images have a range of possible meanings, the meanings in a
specific text will be constrained by the other images, words and forms of language with which
they are combined (p. 9).
Like spoken and written language, visual language is in a constant state of change and
development whereby new utterances feed back into the wider society and the existing store of
what it is possible to say and how it can be said.

Factors affecting production
The producer’s intentions to entertain, inform or persuade will affect the type of
text produced. The producer’s understanding of the target audience will affect the
linguistic structures and the features employed. Other factors include legal
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regulations which affect how the visual can be shown. Financial and commercial
considerations which often means maximising audiences. Industrial and
technological capabilities e.g. wars to be brought into living rooms and global
audiences for sporting events.

Reception
The ways texts use linguistic resources and combine them will create preferred
meanings but this is not necessarily the way audiences will read them. Audiences
draw on their knowledge of visual language and the meaning systems available.

Factors affecting reception
Audiences do not follow the way authors and critics say they should interpret
texts. They draw on unrelated and even contradictory social and personal
histories.
However there are limitations to above, the preferred reading reflecting the
dominant power relations in a society in which a text was produced - sometimes
holding these up to scrutiny. Students then, need to be aware of dominant
meaning systems so they can become critically aware viewers and effective
communicators, understanding the ways in which visual texts communicate and
change dominant meaning systems.
An important part of the process of developing viewing skills is leading students
towards understanding their own position as a member a target audience (Quin, et
al 1996, p. 11).
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Planning a learning program
Teachers are unlikely to plan a separate visual literacy program seeing Reading
and Viewing are combined.
•

Teachers will normally plan across three levels or stages (NSW) as
with an average class.

•

Teachers should plan the integration of reading and viewing with
speaking and listening.

•

Teachers will find it useful to spotlight a limited number of
outcomes at one time.

•

Teachers will not only plan against the English profile (NSW the
outcomes in the Revised English K-6 Syllabus) but also draw on
their vast experience, curriculum support documents and
commercial resources.

•

Authors suggest viewing present program and identifying gaps in
the study of visual texts. Questions to ask: Does the program
address a sufficient range of visual texts? Does the program
address a sufficient range of skills - sufficient attention to
contextual understanding? linguistic structures and features? and
strategies in visual literacy? Pt 2 & 3 activities tables (Quin et al,
96, p.12).

Using Visual Texts in the classroom
Principles
•

establish a purpose for viewing

•

focus on a limited aspect of visual language at a time

•

value students existing knowledge

•

cater for students with special needs (p.13).
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Establish a purpose for viewing
Students need to have a clear understanding of what they are being asked to do and why.
Students are accustomed to treating visual texts as unquestioned sources of information and
entertainment. Reading and viewing strategies encourage them to become critical viewers and
readers who reflect on how texts are constructed, the nature of the visual language used and
their own reading and viewing strategies. Many visual texts are seductive encouraging
viewers to become involved in the unfolding narrative etc. Establishing a purpose
denaturalises the viewing process and allows students to focus on the meaning making
processes at work (Quin et al, 1998, p. 13).

Focus on a limited aspect of model of visual literacy
Don’t over analyse a text killing the joy of reading , viewing and learning about
Visual Literacy. You don’t want information overload. It is more useful to focus
on one or two concepts at a time, although students will be encouraged to
establish links between concepts as they progress through school.

Valuing students’ existing knowledge and tastes
Effective teaching is based on what students already know and can do. The
English curriculum should try to expand students’ existing knowledge. This can
only be done if we do not denigrate their existing knowledge and tastes. Students’
familiarity with mass media texts makes such texts ideal texts for the analysis of
how visual language works.
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Students’ with special needs
Should provide equally for boys, girls, NESB, ATSI, students from low socio-economic
backgrounds, students geographically isolated and those with physical and intellectual
disabilities.
This makes the study of visual texts so important because they can act to exclude students
with special needs. The meanings and value systems might not be familiar or in agreement
with those of the student. They may see the socio-cultural group to which they belong
negatively stereotyped, denigrated or made invisible in many books, television programs or
films. Mass media programs do rely on mass stereotyping and dominant meaning systems.
This means that we should value the meaning systems the child brings to the texts and provide
opportunities for the students to look into and question the processes of stereotyping,
denigration and exclusion in the mass media (Quin et al., 96, p. 14).
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Appendix I Defining visual literacy
Defining visual literacy
This was followed by a brainstorm of what everybody thought visual literacy is. Two
members of the group took notes while somebody else scribed.
The following notes show what the group understood by visual literacy. They are a
combination of the two versions taken down.
•

We lack formalised language to talk about visual texts.

Common descriptions within the group:
•

make meaning - obvious/underlying to develop language for
children to talk about the visual text

•

biases - perspective’s

•

use to predict

•

narrative within picture

•

focus of picture - secondary items

•

continuity throughout

•

embellished by the written text

•

position of written text in relation to picture

•

form eg. cartoon or photo

•

presentation: position, colour, style, line, 3D, body
language, tone, size, background, angles & shapes

•

visual literacy is springboard to prior knowledge, what you
know about a subject

- can add/take away from the prior

knowledge
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•

take and bring cultural perspective’s

•

identify purpose of visual text

•

audience

•

developing a language for talking about visual texts

•

equate learning to read visual text with learning to read
written text

•

uses 2D to translate meaning into 3D (reality) converting 2D images
into 3D images in mind

•

visual image has chronological c context - predict and assume about past
events

•

use visual images to elicit personal responses and reflections - visual trigger
(ink blot test)

•

delight in adults and children sharing pictures eg photos, picture books

As we can see, the group possessed quite a deal of knowledge about the critical side of
visual literacy, the historiography of visual images, the visual and written connection and
one overriding function of the visual i.e. presentation. The resources for ‘presentation’ were
quite obvious ones, the terms that everyone uses when ‘talking’ about visuals. Some of the
comments were from the common view held of visual literacy - that you will find a
narrative embedded in the visual and that you use the picture to predict.
The transcript for Day 1 revealed some of the initial insights into visual literacy the group
had:
1. Using visuals to make predictions came up a few times, indeed it was a part of visual
literacy itself, making assumptions and viewing the image as part of a chronological
sequence. One teacher insisted that their use of visual literacy in the secondary setting
was more of a snap shot using factual texts, as opposed to what was involved in the
storyline of a picture book in the primary school. Visual texts are a “springboard for
everything you know about a subject. It can also add to that knowledge.”
2. Text form was mentioned giving cartoons, photos or drawings as examples.
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3. Anne mentioned purpose and audience as vital factors
4. “Learning to read pictures can be as valuable as learning to read.”
5. The perception element was mentioned where humankind translate two-D images into
three-dimensional.

General overview of visual literacy (Quin et al, 1996, p. 2.)
I had prepared a handout summarising Quin’s material (1996) on the importance of visual
literacy and how it is implemented in the classroom. This was a general view of visual
literacy concerning the contexts of culture and situation, the kind of strategies used in
classrooms, the necessity to pair visual literacy and reading and examples of strategies used
for interpreting both visual and written texts.
I was able to cite Kress (1997) as a well known theorist who predicts that the visual will
soon overtake the written as a form of meaning making. To this Nina responded, “I believe
he is right because you look at the logos they use in sports…road signs, those international
signs that have been developed. So we don’t need the written text so we can have that as
standard (Day1, line 142).”
The discussion then veered towards the resources we have in newspapers like The Sydney
Morning Herald.
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Appendix J Reflective evaluation day 1
The following table records the teachers’ responses to certain reflection questions.
REFLECTIVE EVALUATION SHEET DAY 1
1. What new learning did you engage in through this course?
New perspectives to the language involved in visual texts. The depth of language and
detail to talk
About visual texts. New look at magazines.
The language of visual literacy Different aspects of VL to look at
Linguistics and language of visual literacy
the terminology of visual literacy theory
A wide variety of ideas for exploring visual images
some good/new strategies to use in the classroom
m. Great to talk to others about their schools/units. New terminology
2. What areas of visual literacy would you need most support in?
New terminology and ways to look at visual texts to view author’s perspective
The language of VL
learning the language to use with children
coming to grips with the terminology
Unsure at present - but incorporating certain ideas into the classroom if the children
are unresponsive or negative
3. In what ways will this course assist you in preparing a unit of work in visual
literacy?
Re-direct, expansion of ideas
What, how to do it
Labelling of all the other areas - lists
It will encourage me to use a wider variety of visual images - from wider resources.
many ideas for activities
good chance to sit down and plan a unit based on the visual literacy view of things
4. Do you think you can use the ideas contained in the framework to support you
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in your teaching of viewing?
Yes, more direction and a language to use.
Yes
Yes
Yes, once I erred the notes
coming to grips with the terminology
Yes
Yes - handy to have as a backup and resource
5. How will the analytical resources of the framework assist you in your teaching
of visual literacy?
Excellent
Assist in language etc
They will assist is determining the language to be used: presentation of the lessons and the outcomes in terms of language the students will use
it should give me reference source - on hand as I plan and teach and reflect
A reference for planning
very helpful - make sure that you have covered the various aspects etc in your
framework
Other comments
Very enlightening
Entertaining day, great sharing of responses.
There’s a lot in it!
A lot to take in during the course of one day - I’m interested in getting down to the
planning and teaching of the unit.
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Reflection on comments
Most teachers were enlightened and carried away with the purpose of supplying a language
for their teaching of visual literacy. One mentioned a becoming familiar with the language
to teach the children. Others were pleased to work with the activities we did. Some if not all
were keen to implement the language in designing a unit, but this was not without a little
trepidation concerning the depth of the framework. And so most wanted support in
implementing the language of the framework.
I must point out that at this point we all thought that the language of the framework would
be fairly static and unchangeable. It was later that teachers felt more comfortable in
adapting the framework according to their own needs, context and student population, and
that they realised that a “new framework” could change yet again, according to the context
and purposes for which it will be used.
One teacher felt that visual literacy was one means for assisting students who were negative
in their approach and attitude to school. This was substantiated later in the research in
another class where visual literacy gave students with literacy problems a reason to talk,
discuss, analyse and write about texts containing visuals.

Legitimate diversions
The teachers wanted to diverge a little in their discussions, particularly in their questioning.
These were pertinent distractions which had bearing on what we were about to engage in,
so I went along with them and found that this tendency for divergent thinking made the
training all the more richer and relevant to their own classroom contexts. We deliberated
about the need to teach the language of viewing in context, so much so that we felt that it
should be taught in connection with reading itself. They found that format layout, size or
print was worth mentioning and reflected on the changes effected by newspapers between
the 1950’s and now, or between the Sydney Morning Herald or The AGE. This of course
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was paramount to cultural difference, not to mention the impact internet homepages have
had on newspapers in recent years (Tans Day 1 174-236)
Quin’s practical approach with visual literacy activities and principles of classroom practice
was shared with the teachers mainly to get them thinking in terms of possible classroom
practice with visual literacy. The only comment I have with Quin’s book is that it lacks a
language for viewing. Quin’s thrust was to value students’ implicit knowledge and make it
explicit was mentioned (268). Indeed this was the approach most of the teachers in the
research took as they questioned the students.
There was the dilemma of how to cope with so many terms and so much language. We
discussed the possibility of focusing on just some of the terminology for each teacher (262).
This was later taken up in more detail later. At this stage I was able to introduce the
necessity for teaching visual literacy as part of critical literacy, discerning ideology and
social positioning – a process of denaturalising visual texts (264-93).
I was pleased that all the teachers related what I introduced to them in visual literacy, to
their own classroom context. They tended to relate what was discussed to how they had
taught similar content in their classrooms.
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Appendix K The link between days 1 & 2 and the results, the
recursiveness of naturalistic research
Context/issue

Effect/realisation

Day 1 & 2
Issues deliberated

Issues articulated and solved

Problem with working with visual as well

Decided to undertake visual only with

as written

written connections implied

Joan Rothery’s tables of vocab

Nina’s vocabulary charts e.g. 10/9

Anne
21/9 Concerned that we shouldn’t “kill it” 23/10 Evidence of students “cued in” and
with too much grammar.

using the language of VL

To go through their planning with

Scheduled meetings with Anne – see

suggestions

transcripts.

23/10 Anne’s problem – whether to mix

23/10 Explained that you use the

CL and VL questions or do separately?

framework to help you answer some of
the CL questions. This was demonstrated
by the lesson on Gaze 2/11 & 3/11
6/11 11/11 Anne ecstatic re Yr 8s
enthusiasm and ability to use the terms
and answer her CL questions.

Nina
3/9 4/9 Spoke about the link between CL

This came through very clearly in later

and VL on repeated occasions

lessons. Note 10/9 the link between
salience and line, and the message.
19/10 “better link between CL and the
language of the framework.” e.g. vibrant
colours, positioning and the message.
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19/10 Where the Forest meets the Sea
question sheet
19/10 Principal’s comments
22/10 Students thinking critically using
lang. of framework.
3/9 Evidence of the input re the f w using

This also was a focus of her modelled

such terms as framed, colours, position

viewings.

and generic structure of response.
4/9 Talked about need to focus on

19/10 Where the Forest meets the Sea

ideational meanings in text

question sheet

Need to give Nina a proforma with

This was forth coming and provided to

‘staged’ CL questions and an analysis of

the teachers as well as further copies for

The Story of Rosy Dock using response

other teachers in project. She later had the

text type scaffold

students analyse The Story of Rosy Dock
for a written response using these ideas.

10/9 My dem. lesson on analysis of The

Nina wrote notes and created a word

Story of Rosy Dock

bank for future use (See 10/9)
Created lists of vocab to describe line and
colour (See 19/10).

2/10 I introduced The Whales’ Song.

3/11 And developed it was. See Response

Went too fast introducing terminology

Guide and Video.

and linking to CL. Nina was to develop
what I had demonstrated.
Colin
3/11 First mention of Feedback Sheet for
teachers with ideas and a list of
successful strategies for teaching
framework for developing CL.
Peer Debriefing
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17/9 marrying the CL questions and the

Nina’s The Whales’ Song, Anne’s

framework

Window

How can the framework illuminate the

Born out in interviews. 17/12.

commonsense understandings?
CL questions related to response staging

Certainly discussed this and this appeared
in Nina and Anne’s response question
sheets.

CL questions need reworking

There was a reworking but it was too
complicated for the teachers and because
they were experiencing overload I left the
idea for the time being, although we did
pursue the idea of organising questions
according to function and stage. I did
create one but decided that it was too
much to be asking them to be thinking of
so many variables in their questioning.
Perhaps it may be appropriate to include
it in the final theoretical overlay.

The question was asked how can the FW

The FW was definitely an advantage for

illuminate the commonsense

this as revealed in the final reports and

understandings of the text?

the post interviews.
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Appendix L A brief description of the concepts and categories in
the theory / earlier codes and categories – initial codings
A pedagogy for critical viewing
A pedagogy here means the required theoretical understandings and the principles of
related practices. So the theory here entails the knowledges and related practices that favour
critical viewing. Ideational conditions These are the knowledges a viewer needs in order to
ideate during critical viewing.

Knowledge about visual texts
Certain concepts and understandings about visual texts
Cultural construction of visual texts Visual texts are one way for getting meaning across
in a culture. For instance the left right direction or a direct gaze in one culture has different
meanings to another culture.
Cultural signification This occurs as signs taken on the most stable of meanings within a
culture using both paradigmatic and syntagmatic relationships.
Social constructedness of viewing process The manner in which we view or construct a
visual text has social purposes and ramifications.
Semiotic and ideological potential of visual texts Visual texts are capable of projecting
powerful messages, influencing viewer’s ideas, beliefs and values and positioning them
socially.
Semiotic constituents of visual texts Like written texts visual texts have grammatical
components that interact with each other and the illustrator/viewer, in the construction of
meaning.
Supremacy of the visual image Visual semiotics has overtaken written texts in its
effectiveness for communicating meaning and ideas to society at large.
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Interaction with written texts Visual and written texts interact and interconnect through
their differing semiotic systems in order to create meaning. Visual may enhance, elaborate
or negate the meanings of written texts and vice versa.

Knowledge about visual language
This knowledge concerns possessing a metalanguage for talking about visual texts and how
they are used to construct meaning.
Language to identify semiotic constituents The semiotic constituents need common
terms that are used to identify them and describe how they construct meaning.
Explication of visual content The visual meanings of a visual text can be explained using
the terminology of this language.
Correspondence with critical analysis The visual metalanguage is most effective when it
can be paired with or when it becomes part of a critical analysis of the meanings, messages
and ideologies of the visual text.
Semiotic interdependence Meaning is often constructed integrally with other visual terms
e.g. salience and colour.
Cultural motivation Visual language terms are culturally motivated in their preferred
meaning. For instance the language of colour varies in its meaning according to culture.
Visual and written interaction Visual and written grammatical features interact in similar
and yet different ways to construct meanings.

Knowledge about viewing critically
This is knowing about what is involved in critical viewing.
Prior knowledge Viewers bring their world knowledge and experiences to the text.
Textual history Viewers/readers’ experience with reading and viewing with impact upon
the role of intertextuality in the construction of visual meanings.
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Intertextuality Viewers draw of their knowledge and experiences of other visual and
verbal texts, and indeed texts of other modes, when they construct meaning with visual
texts.
Visual analysis/connection with message This involves knowing that the end product of
visual analysis, or critical viewing, is that it should connect with the message of the visual.
Initial viewing/textual metafunction. What language a viewer chooses to initiate viewing
within a visual, may alter the course of how the meaning is constructed. Initial analysis
using language from the textual metafunction can help a viewer find out how a visual is
structured and organised, which then paves the way for more in-depth visual analysis of
meaning and message.
Signification involves the operation of the viewer’s and illustrator’s values, beliefs and
intentions as well as the cultural manifestation of signs.
Sustained analysis occurs when the teacher and students are so committed and involved in
viewing that they will not rest until an agreeable critical analysis has been reached.
Automaticity Once students are able to analyse visuals critically using a visual
metalanguage, they exercise a degree of automaticity in making connections between their
visual language and the textual messages.
Choice of books The books the ‘expert viewer’ chooses helps them become strategic in
what visual language and critical viewing they wish to model or scaffold with their
students.

Experiential conditions
These are the experiences a viewer needs in order to construct the above ideational
knowledges.

The construction of knowledges through significant other viewer
Significant other viewers are often the student’s teacher, or an expert viewer who may be a
fellow student. This knowledge entails knowledge about visual texts, knowledge about
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visual language and knowledge about viewing critically. In this study it came through the
modelling, support and guidance of a significant other viewer.
Expert critical viewer A viewer who possesses all the knowledges required for critical
viewing.
Guidance and support during viewing process The significant other viewer, gives the
novice viewer the model texts, model viewings, and support and encouragement through
critically viewing visual texts together.
Familiarity with visual texts The person must be familiar with the visual texts from the
point of view of a critical viewer.
Encouragement of multiple vocality Multiple viewpoints and encouragement of
alternative analyses should be encourage by the expert viewer.
Discriminatory choice of language Teachers need to discriminate in their choice of
language from the framework, so that they choose terms that suit their needs and which
connect with the particular visuals they are studying.
Suggestions offered The novice viewer requires appropriate suggestions on how to view,
where to start, terms to use etc.
Modelling critical viewing This process needs to be shown to the novice viewer.
Innovation and divergence welcomed – viewer’s language The novice viewer’s own
language and innovation should be encouraged, accepted and valued.
Acceptance of student analyses Having done their best, the novice’s attempts at viewing
should be accepted as successful.
Seizes unexpected analyses and interpretation The expert viewer does well to use
unexpected interpretations from the students even though they may be thinking in another
direction.
Guiding questions. Questions from the expert viewer as a well as the students, should
guide the viewing process, encouraging the use of critical thinking and a visual
metalanguage.
Disposition of commitment and enthusiasm may mean pre-lesson analysis and practice
using the metalanguage.
Interest and participation/involvement in text Expert viewers should lead by example
and model their own intellectual and personal involvement with the text.
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Reflection and collaborative planning Significant other viewers need to reflect upon how
they are using the language for critical viewing, and what language to use, and
collaboratively plan with others their critical viewing program.

Construction of knowledges through critical viewing experiences
These knowledges come about through the novice viewer experiencing activities and
approaches that enable him or her to participate in critical viewing. This knowledge entails
knowledge constructed about visual texts, knowledge about visual language and knowledge
about viewing critically. In this study it came through experience with

Modelled viewing:
This happens when the significant other viewer shows the novice viewer how viewing is
done.
Terminology First of all it is done using a metalanguage, which becomes the terminology
the significant other viewer and the student use.
Visual written connection These are links between the visual and written texts showing
similarities and differences. This may be expressed grammatically or by comparison.
Written response How to write a written response to a visual text is also modelled by the
teacher.
Illustrator’s background This is sometimes helpful in exploring how an illustrator
constructs meaning visually.
Author’s point of view (illustrator’s) Constructing this through visual analysis will need
to be modelled by the teacher.
Critical questioning is the key to linking the visual language to the critical analysis of the
visual image.
Viewing process How an image is critically viewed using a language for viewing needs to
be modelled.
Shared analyses When students share their viewing, this models different aspects of
critical viewing or how the language is used.
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Viewing like an illustrator This happens when students are critically constructing
meaning using a language for identifying aspects of a visual. They are recreating that image
and beginning to think like an illustrator and how their image will impact upon viewers.

Guided viewing:
Guided viewing occurs where the significant other viewer or fellow students guide the
novice viewer towards being a critical viewer through
Joint construction This occurs when both students and teacher jointly analyse a visual
text to construct a response.
Collaborative discussion This occurs when students and the teacher all contribute and
interact in their discussion about visual image. Students and teachers alike contribute ideas
and ask questions about the visual image.
Questioning other viewers Through questioning each others, teachers and students are
guiding each other into critical viewing and making important connection between the
language and meaning.
Talking through critical viewing This occurs when students and the teacher pursue a line
of analysis to its logical conclusion, taking advantage of the metalanguage, questioning and
collaborative analysis.
Group work with scaffold A scaffold with the response stages, suggested terminology
and critical questions to ask, is collaboratively worked through in the group situation.
Scaffold with guiding questions and terms See above.
Charts of visual language used in the classroom that had been adapted from the
framework of visual language.
Encouragement of multi-viewpoints More than one viewpoint regarding a specific aspect
of a picture, or of the overall meaning, was encouraged.
Focus on meaning and message These two aspects, when combined with the
metalanguage of the framework, make viewing more powerful.

Independent viewing:
This means that the viewer is able to critically view a visual text largely unaided by another
student or teacher. However support may be required from time to time.
Individual analysis of visual text
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Independent oral and written responses

Viewing conditions - consequent knowledges in
As a consequence of the ideational and experiential conditions, the students become
independent viewers within a community of viewers.

A viewing metalanguage
The teachers and students find that their knowledge of visual language is a useful tool for
visual analysis, and helps them to unpack social and cultural meanings.
As students acquire the ideational knowledges in association with the experiential
conditions for critical viewing, they seem to gain a sense of confidence, enjoyment and
freedom in using their metalanguage. The students feel safe in the knowledge that their
own language and viewing approximations are accepted and encouraged by their teacher.

The four practices of the reader/viewer (Luke and Freebody 1999):
‘Superficial analysis’ occurs when the viewer attends to the social and cultural meanings
of the text.
‘Sophisticated analysis’ - they are able to detect if they are positioned in some way.
Text analyst - Viewers who critically analyse images.

Collaborative viewing:
Viewers in a collaborative viewing community know how to operate within a supportive
social network in which they test out ideas and use the language of viewing. They give
and take mutual guidance from other learners, and enjoy the freedom and satisfaction of
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expressing their very own responses to visual images. This kind of knowledge in critical
viewing brings joy and confidence to the learner, and great satisfaction to the teacher.

Within the community of critical viewers, individual critical viewers develop a level of
visual understanding that enable them to critically analyse visual images. Their level of
understanding is commensurate with their mastery of a visual metalanguage and their
ability to interact with and even scaffold other viewers. As viewers together, they are able
to make critical connections between the language of viewing and the socio-cultural
meanings of the text, and are able to jointly construct responses and/or alternative points of
view.
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Earlier Codes and Categories – Initial Codings
(Made available to teachers as well as earlier transcriptions)
Useful grammatical resources
The bush is salient because that is why the house was built there (St , St W.
Response)
C What’s another one?
Susan Peaceful As peaceful as the hills
C Yep, what’s another one please?
Group Wondrous, yes
Vicky Wondrous creatures you could ever imagine.
St reads another , as peaceful as the moon?
C Go for it. That’s the other one.
(Trans 1 Winston L7-11, 19-20)
Ideational resources
Use of noun groups to describe Jeannie Baker’s pictures in Where the forest
meets the sea.
Harsh searing sun, dirty grubby walls, bright yellow cardboard, white ticking
clock, colourful rare green frog, poor distressful seal (Denise 5/6 S W .
Response sheet)
What’s another one?
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Susan Peaceful As peaceful as the hills
C Yep, what’s another one please?
Group Wondrous, yes
Vicky Wondrous creatures you could ever imagine (Winston 5/11C).
Interpersonal resources
Textual resources
The house is in the known position, on the left (St, St W. Response)
The verticals are prominent over the laterals and this helps us look at the view
(St W. Response)
I noticed the two parrots first .because the were very bright and colourful than
anything else around the area (Jemima 5/6S W Response).
On the cover I noticed first the two birds. Because they are colourful and they
stand out (Denise 5/6S W. Response sheet).
Teacher and students of 5/6 have largely masted the use of vertical and middle
thirds. These terms seem to assist the students in locating and describing the
position of people and objects within a given area (Denise 5/6S and Jemima
5/6 S W Response sheet).

A meta-semiotic language for responding
The bird is a meronym for all the native animals (St W. Response)
We know that the person looking out the window is a mother because she is
holding a child a motherly way and she is wearing home clothes. I like the
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framing because it has a meaning of the house and it is dull, which makes the
background look good. (S….. W. Response sheet).
I think the box is a meronym for the bush getting fragile (J… , W. Response).
The main message I got was to keep the rain forest clean and not to destroy it.
And never change it because it is the only place where the forest meets the see
(Jemima 5/6S W. Response sheet).
The main message of the book is we should look after our rainforests. And
stop wrecking the environment. This place is special because you can only get
there by boat (Adrian 5/6S W. Response sheet).
Teaching learning strategies using critical literacy and the meta-language
Analysing the text and recording findings as you go. Students tend to clarify
their meaning if they write their different responses down on paper (5/6S
Where the Forest Meets the Sea).

Connection - visual/verbal
kangaroos that lived in trees, bank of the creek, the top of the forest, ancient
tree, twisted roots, a good place to hide (Denise 5/6 S W . Response sheet)
Other categories: Successful questions for critical literacy, Critical Literacy,
Recommendations for the framework, and Attitude of the students to learning
visual literacy
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Coding 2
(Earlier version of this analysis available for teachers. This analysis achieved using some of
the transcriptions in their original form before they were reorganised into case studies.)

Questions for critical literacy
C Adrian, would you like to tell us about the gaze and the hair?
and turning the pages? L6-7.

C And you’re saying your natural movement is to go left right, can you explain what you
mean by that?
St When you read you go left right.
C What effect does the breeze going right left have on us?
St unnatural L18-22.
C What can you tell me about the position of the light n- moon light is it?
A Yes
St On her face
C ....yes
A Because most of the other picture is dark. and if the moonlight is on her face it makes it
sort of stand out more.
C It accentuates the gaze doesn’t it? IT makes the gaze more powerful. Come on believe
me this is true you know? L 29-36.
This open ended questioning draws not only the position of the moonlight, but also its
effect.

C What about this - the factory workers, polluting the atmosphere? L264.
St But what’s the message? L268.
C Do you want to talk about the effect of framing?
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Ky.........Up the back the houses kind of cut everything off a bit more. You don’t get drawn
up into the sky anymore L464-466.
C OK so what does the gaze tell you?
A To believe her and L15-16.
C What is the gaze telling you between the Grandmother and the girl?
St The grandmother is telling a story and she is trusting and believing her grandmother
L77-79.
Kathy The mother hanging out the washing, who’s the done-to?
C The washing L255-256. Student asking appropriate question.
C The toilet is Given information, we know its a toilet. What’s on the RHS is the New isn’t
it?
Sts Yeah Yeah
St There’s a mark there. They mark it L497-501.
Questing to monitor meaning.
C What is he thinking?
N Starting again.
Geoff/Nigel Thinker Sam, starting again.
C What is the message?
Nigel
Geoff The cycle of life L506-510.

Critical thinking
C OK so what does the gaze tell you?
A To believe her and
St To believe she ’s tired and she’s trying to make us believe her (Trans2 L15-17).
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A Because most of the other picture is dark. and if the moonlight is on her face it makes it
sort of stand out more.
C It accentuates the gaze doesn’t it? It makes the gaze more powerful. Come on believe me
this is true you know (Tr L33-36)?
C......What does the Grandmother’s gaze tell you?
St Um .....the whales L 56-57.
The direction on the page is going from left to right and then straight out of the window L
73-74.
from left to right and then straight out of the window. The framing in the window is
rectangular. Lilly and her Grandmother stand out in the picture L 73-74.
C What is the gaze telling you between the Grandmother and the girl?
St The grandmother is telling a story and she is trusting and believing her grandmother.
L 77-79.
Nellie The boys are showing you the skills with the football and they’ve knocked over the
trophy, and they’re getting too far ahead of themselves like their knocking down the
victory. They’ve destroyed nature so they are getting too far ahead of themselves L120123.
Sts They’re aboriginal, looking at what they’ve done to their land.
C So you reckon they are considering what people have done. They’re aborigines.
St (Nellie) I think they’re standing there because they heard the window smash. And
they’re people behind them looking through the window with the curtains drawn back
L134-138.
St There’s a huge sign called garbage and it symbolises how they are trashing the area with
garbage L175-179.
Exploring the values the author is foregrounding.
C Its a social ideal we all seem to hold dear to. A social myth
St technology
St money, development
St possessions
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C Consumerism - our consumer society.
St a sign
St I think it is talking about our commercialism and here there is nothing.
C It is showing society’s idea of progress.
C According to these people progress is what?
St housing
C Buying all you can get, consumerism, getting as many goods as you possibly can L207218.
Anne Machine verses nature.
N Petting the cat, which means he is welcoming in the New. Everyone is welcoming the
New. The natural species have gone away because, everybody is welcoming in the new
species.
St Well thought out, well thought out L248-252.
Anne Machine verses nature.
N Petting the cat, which means he is welcoming in the New. Everyone is welcoming the
New. The natural species have gone away because, everybody is welcoming in the new
species.
St Well thought out, well thought out 288-290.
Ky All the people and the trucks seem to be moving from left to right. There’s this one
old guy with his truck and it says jokers on it and they’re moving right to left. They want to
move back into the past - they don’t like the new things
K If you look on the last page - the town is over to the left and all the people are walking
this way to progress more.
Ky That’s the known and that’s the unknown L451-456.
N The town that stand for the ? Stands over to the left and back here all the people seem to
be walking that way. ..They’re progressing ....to more bush there L458-459.
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C Do you want to talk about the effect of framing?
Ky.........Up the back the houses kind of cut everything off a bit more. You don’t get drawn
up into the sky anymore.
N The houses are sharp and they . You know if you cut something it is always jagged lines
- if you rip something. They’re all jagged lines with the roofs of the houses like you ripped
off nature and ...........
N its out the curve of the bush and the jagged lines of the houses L464-470.
N Also with the framing the tree frames all this around here. It frames that......with what I
said they’re walking across this way over to there that is also symbolic they are walking
into new territory, that they’re.... The tree symbolises that they are walking into a new
bushland 474-480..
Given and New - students deliberating about what is New and how they have finished with
something “like the city” L497-503.
K As time goes on and there’s more to development, the lines to the framing seem to be
more parallel.
C They do too.
K They seem to just fit in stacks L505-508.
C They do too.
K They seem to just fit in stacks.
C Yes framing
K Whereas with the bush it sort of goes out to eyelines
N Its wild - its just anywhere L507-511..

Activities
Deciphering do-er and done-to
sayer and what is said
sensor and phenomenon L294. L307-313.
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Working out the message L316.
Groups writing synopsis and description stages of response text type. Students allowed to
discuss their analysis. They support one another noticing the differences and changes from
one page to another L363-423.
K And all these housing estates with houses in exactly the same spot are the same L516517.

Matching visual and verbal
Data forthcoming

Pedagogy
Multiple view-points and interpretations allowed and encouraged.
C So here we have this social myth - people in society generally have some terrible ideas
about other races, unfortunately, and maybe Jeannie Baker is challenging our wrong doing
towards the aborigines, or our racist ideas.
St Or maybe she is trying to be open minded in having black people there. Because we live
in a multicultural society anyway L145-149.
Various reasons for asking questions. See questions above.

Grammatical terms
5/6
C Adrian, would you like to tell us about the gaze and the hair?
and turning the pages?
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A When you are on the page before and you turn the page, you notice Lilly first because
she is on the right hand side. and when you turn the page and you are looking at what’s
next. She is on the RHS (Trans2 L 6-10).
gaze L 15-17, 56-57, 77-79.
Light L 33-36.
direction L 73-74.
the middle horizontal third L67-68.
There are cool green curtains and the ocean is in the far background. L 71-72.
framing L 73-74.
rectangular L 73-74.
stand out L 73-74.
Reading paths (T) St Ocean, cottage and trees.
C That’s right. And that’s what the grandmother is telling her about - about what’s
happening in the ocean. So your eyeline goes down to the frame and is led out into the
ocean. A matter of fact - the whole ocean is framed there and you are looking out the
window towards the ocean, and that’s what she is talking to the little girl about L 86-91.

8
index sign - (T) C An index sign is where you’ve got where you make the connection. You
make the connection between the hole in the window and the ball, OK? It’s automatic. If
you see a bullet hole, in a jam tin, you think “Oh”, You know someone has shot at that.
You can’t see the gun. You can’t see the bullet. You can’t see the smoke from the bullet,
but you infer that it has happened through a gun shot. This one you can’t see the ball.
There is no evidence of the ball, itself but there is evidence about where it’s been. That is
an index sign. You make a connection, just like that L 103-110.
symbolises St There’s a huge sign called garbage and it symbolises how they are trashing
the area with garbage L168-169.
Known, Unknown, Given, New St They have to paint it back.
ST That was the known and the other is the unknown L197-199. L497-503
C Its a social ideal we all seem to hold dear to. A social myth
St technology
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St money, development
St possessions
C Consumerism - our consumer society.
St a sign
St I think it is talking about our commercialism and here there is nothing.
C It is showing society’s idea of progress.
C According to these people progress is what?
St housing
C Buying all you can get, consumerism, getting as many goods as you possibly can L213219.
C explaining the curtain - a metaphor for the environment. The environment is a
fabric.........Its very fragile. ...The environment is fragile. It’s like a fabric.
St So its like a material?
St Environments are not that fragile.
C They are. Their balance is very delicate L225-229.
do-er done-to ---290
Thinker, message L307-313.
myths, signs T
lines are a sign of back yards. What’s the ideals myths our society values here?
Sts There a sign of ownership
St security
St own personal space L354-357.
Colour St The colour is saturated and the soft tone, its more cool
N Yeah, it looks more like a.
St And there’s contrast in the background.
G Yeah, yeah where the mountains are.
N Because it must have been cleared or something and a lot of the mountain side looks
lighter.
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St The house is in the bush - its a natural setting....
Perhaps a pine hill. There’s a bit of a. The track’s been well cleared now and there is a road
out the front.
N Yes and there’s a lot more people around, ah?
N There’s more houses L427-437.
Known, unknown
Moving left right L451-456.
Framing, lines L476
Reading paths: 467-470.
symbolic L476
parallel lines L503-505.

Good quotes
Useful grammatical resources
The bush is salient because that is why the house was built there (St1 , St2 W. Response)
C What’s another one?
Susan Peaceful As peaceful as the hills
C Yep, what’s another one please?
Group Wondrous, yes
Vicky Wondrous creatures you could ever imagine.
St Reads another , as peaceful as the moon?
C Go for it. That’s the other one.
C What is in the mind of the little girl?
St She is thinking about the whales (Nina, Tr 2, L 50-51).
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(Trans 1 Winston L7-11, 19-20)
Colour saturation, high saturation
R Colour - writing is in black and white
She explains about her blue lenses.
Kathy Playful colours - kiddish.
Pyjamas - low saturation video1 44-48

Ideational resources
K There used to be lots of trees and now there’s only one in the yard.
C Yes I noticed that too. They’ve all gone.
St Discusses the insects on the window and their disappearance through the book.
N You notice a small crack to start and as you go through the book the crack gets bigger,
and it shows that we are tearing apart nature (Anne, Tr 2, L 162-166).
Use of noun groups to describe Jeannie Baker’s pictures in Where the forest meets the sea.
Harsh searing sun, dirty grubby walls, bright yellow cardboard, white ticking clock,
colourful rare green frog, poor distressful seal (Denise 5/6 S W . Response sheet)
What’s another one?
Susan Peaceful As peaceful as the hills
C Yep, what’s another one please?
Group Wondrous, yes
Vicky Wondrous creatures you could ever imagine (Winston 5/11C).
N The nature it seems a susceptible and sensitive place like just anywhere. The fence the
toilet and the clothes line a particular place. They don’t seem as wildly growing and as
tame as does nature.
We’ve been talking about how the grass and the bushes in the backyard of this lady’s house
They seem to be growing more tangled as well. Probably because of the intrusion of man as
well. The grass is getting worn so its getting shorter, like suburban grass...We have been
talking about what we think has changed. The forest has been cleared the pond seems a bit
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smaller.

This is the dirt road and the fence in there, fences off the bush (Anne, Tr 1, L

550-559).

Interpersonal resources
C OK so what does the gaze tell you?
A To believe her and
St To believe she ’s tired and she’s trying to make us believe her (Nina, Tr 2, L 12-14).
C Find for me a picture with high saturation in colour.
St A simple dish, because purple shows magic.
C So is that high or low saturation?
St Its high (Anne, Tr 1, 664-667).

Textual resources
Gaze/Reading paths
C What is the gaze telling you between the Grandmother and the girl?
St The grandmother is telling a story and she is trusting and believing her grandmother.
C Right Now that trusting believing gaze - if you draw a line between the eyes and keep it
going, extend it right down to the vase, it meets the middle of the window frame, right?
Where does the window frame take you? The middle frame?
St It takes you out into the.........
C Ocean yeah.
St Ocean, cottage and trees (Nina, Tr 2, L 73-81).
Thirds
T The emotions and feelings in this image is that it is close and warming. In the picture
Lilly and the Grandmother are in the first right hand double spot page and in the middle
horizontal third and in the left horizontal third, there is a window with a cottage and lots of
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trees and the ocean is in the background. The shape of the window is rectangular like the
sea. Lilly and her Grandma has an oval shaped head and par of the house sticking out is
there are cool green curtains and the ocean is in the far background (Nina, Tr 2, L 62-68).
Direction
A When you are on the page before and you turn the page, you notice Lilly first because
she is on the right hand side. and when you turn the e page and you are looking at what’s
next. She is on the RHS
C When your eye move where? on the left?
A Yeah and that’s where her hair is blowing (Nina, Tr 2, L 5-9)
C And you’re saying your natural movement is to go left right, can you explain what you
mean by that?
St When you read you go left right.
C What affect does the breeze going right left have on us
St unnatural
C Unnatural, unsettled, unsettling and it is working against her gaze of trying to make us
believe her (Nina, Tr 2, L 15-21).
Light
C What can you tell me about the position of the light n- moon light is it?
A Yes
St On her face
C ....yes
A Because most of the other picture is dark. and if the moonlight is on her face it makes it
sort of stand out more.
C It accentuates the gaze doesn’t it? IT makes the gaze more powerful. Come on believe
me this is true you know?
A Yeah (Nina, Tr 2, L 26-34).
.
The house is in the known position, on the left (St1, , St2 W. Response)
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The verticals are prominent over the laterals and this helps us look at the view (St3 W.
Response)
I noticed the two parrots first .because the were very bright and colourful than anything else
around the area (Jemima 5/6S W Response).
On the cover I noticed first the two birds. Because they are colourful and they stand out
(Denise 5/6S W. Response sheet).
Teacher and students of 5/6 have largely masted the use of vertical and middle thirds. These
terms seem to assist the students in locating and describing the position of people and
objects within a given area (Denise 5/6S and Jemima 5/6 S W Response sheet).
N We’ve also been discussing verticals and horizontals and the trees, nature and
everything seem softer.......................They convey man made cultures (Anne, Tr 1, L 559561).
Anne (speaking to a group) The verticals window takes us to the view especially with the
window open - it directs your gaze out (Anne, Tr 1, L 563-564).
Ash Well part of the window being open is because it points to the washing line, fence, the
road and the clearing, and these are all new things and it shows you what they’re achieving.
A Good girl, yes, yes. K….. did you want to say something?
K The trees and the things to happen on the RHS, and we know that’s there but this is all
new to us down this side?
A That brings us into toilet in Given position and tree’s New position, yeah. A…….?
(Anne, Tr 1, L 643-650).
A…. You know how the window is open and that gap in the middle. If you chop the rest
off the rest is in the middle is everything that has happened really. When you move your
eye over it it shows you more of it. Everything is in that tiny little bit. That’s good I think
that’s what Ashley was getting at. That was excellent. That was very good.
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Colin’s note (Like cropping) (Anne, Tr 1, L 651-617).

A meta-semiotic language for responding
K There used to be lots of trees and now there’s only one in the yard.
C Yes I noticed that too. They’ve all gone.
St Discusses the insects on the window and their disappearance through the book.
N You notice a small crack to start and as you go through the book the crack gets bigger,
and it shows that we are tearing apart nature (Anne, Tr 2, L 170-180).
C An index sign is where you’ve got where you make the connection. You make the
connection between the hole in the window and the ball, OK? It’s automatic. If you see a
bullet hole, in a jam tin, you think “Oh”, You know someone has shot at that. You can’t see
the gun. You can’t see the bullet. You can’t see the smoke from the bullet, but you infer
that it has happened through a gun shot. This one you can’t see the ball. There is no
evidence of the ball, itself but there is evidence about where it’s been. That is an index sign.
You make a connection, just like that.
.........................................Another index sign would be. I see a paper out there - somebody
has thrown the paper down after eating some sort of junk food. ..............So you make that
connection between something that’s some evidence and something which you infer from
that. That’s an index sign (Anne, Tr 2, L 98-108).
K It looks like a chain
C A chain yes,
K Like its the chain of life or something. How its been going on, and this curtain here looks
like its chained together, with links and that.
C The food chain perhaps. I took it to be the fabric of the natural world the delicate natural
world, its disappearing (Anne, Tr 1 L 613-618).
The bird is a meronym for all the native animals (St 1 W. Response)
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We know that the person looking out the window is a mother because she is holding a child
a motherly way and she is wearing home clothes. I like the framing because it has a
meaning of the house and it is dull, which makes the background look good. (St1, W.
Response sheet).
I think the box is a meronym for the bush getting fragile (St3 , W. Response).
The main message I got was to keep the rain forest clean and not to destroy it. And never
change it because it is the only place where the forest meets the see (Jemima 5/6S W.
Response sheet).
The main message of the book is we should look after our rainforests. And stop wrecking
the environment. This place is special because you can only get there by boat (Adrian 5/6S
W. Response sheet).
Teaching learning strategies using critical literacy and the meta-language
Analysing the text and recording findings as you go. Students tend to clarify their meaning
if they write their different responses down on paper (5/6S Where the Forest Meets the
Sea).
St - The trajectory of the bird is heading out to the sky away from the man made structures
- back to nature (Video1, L 26-27).

Connection - visual/verbal
kangaroos that lived in trees, bank of the creek, the top of the forest, ancient tree, twisted
roots, a good place to hide (Denise 5/6 S W . Response sheet)

Successful questions for critical literacy
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C Finally, there is a social ideal, I want you to look at Window 11 and 12. What is the
.........JB is trying to challenge something in our society. It is very obvious in picture 12.
Particularly when you look at the supermarket.
St Greed
C Its a social ideal we all seem to hold dear to. A social myth
St technology
St money, development
St possessions
C Consumerism - our consumer society.
St a sign
St I think it is talking about our commercialism and here there is nothing (Anne,Tr 2, L
196-206).

Critical Literacy
Intertextuality
St In her book, “Where the Forest Meets the Sea”, there is an aboriginal in that and at the
end of the book the forest is just like a city, just like it is in this (Anne, Tr 2, L 144-145).
C So they’ve knocked down nature and they are getting ahead of themselves. Good
thinking Nellie.
K I think it is too, its all the damage they can already do at their age,........and they’re
already destructive
St And they’re not even adults (Anne, Tr 2, L 118-122)
Opposing points of view
See in this particular - here you have two people with dark skins on the footpath looking
over the fence. They’re looking in a strange direction. They seem to be marginalised. They
seem to be by themselves, on the footpath wondering what to do next. They look a little bit
lost don’t they?
Sts They’re aboriginal, looking at what they’ve done to their land.
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C So you reckon they are considering what people have done. They’re aborigines.
St (Nellie) I think they’re standing there because they heard the window smash. And
they’re people behind them looking through the window with the curtains drawn back
(Anne, Tr 2, L 123-132).
St Or maybe she is trying to be open minded in having black people there. Because we live
in a multicultural society anyway (Anne, Tr 2, L 142-143).
A Right, that’s what we’re seeing, and let’s take it a step further (Anne, Tr 1, L 673)..
St What’s that supposed to do with the bird? (St I own this ...heading) What does it mean
though? (Anne, Tr 1, L 698-699).
The message of the whole book - we have destroyed the land by building on it.
K is using the book to point out things - She is ‘reading’ the pictures.
She explained that we need to build in one area instead of spreading it out.
Whose story is it? The little boy.
Jeannie Bakers point of view.
Last page - what do you think?
He wants his son to have a better life than he did and location in the bush to get away from
it all (pointing to the city in the background).
Nellie - All the bush and natural stuff seems to be going everywhere, whereas the fence
and the clotheslines seem to make it more particular (Video1 L 10-19).
Nellie ....as you go through the bush gets smaller and pruned back e.g. the grass.
Great discussion about the stereotypical mother (Video1 L24-25).
Kathy I noticed as soon as he gets older he uses more resources and takes more space. and
it makes more impact on the environment because outside the fence all the impact, all the
rest of the world is making but inside the fence he’s making an impact himself (Video1,
L28-31).
Bryce It’s OK to spear fish but don’t take them under sized. Cooperate....
Tammy They think they will come back if they ....... VIDEO1 L 56-57 1.27
571

C What do you think Jeannie Baker’s message is?
K It’s always different on the other side of the fence. Something’s different. You can never
get nature the same if you go and build on it.
Right?
C Yes What do you think the big message is in the whole book do you think?
K That we’ve destroyed the land by going and building, on there, and we could have saved
it if we didn’t, and built here where they have . We could have gone and built in one area
all of us. and not be spreaded out so far.
C Tell me whose story you think this is.
K That little boy, its the story of his life.
C It’s Jeannie Baker’s point of view isn’t it?
K Yes. Is it this little boy’s as he grows up to?
K Yes
C Turn to the last page. What is he thinking now?
K That we’ve gone too far. He wants his own son to have a better life than he did and to
live in the bush and stay near the bush and not like live in the city which is up there. To
move away from it all (Anne, Tr 1, L 572-590).
St The mother hanging out the washing with her son by her side.
A Right, that’s what we’re seeing, and let’s take it a step further.
St I said, “The lady’s fitting into a stereotypical mother, not necessarily a REAL mother,
but a stereotypical mother, putting clothes on the line wit the baby quietly pestering her and
playing among the changing (St says in blue)clothes.
A In blue, yes (claps her hands) stereotypical blue colour.
St ????
Am Yes each window is a two year period. Excellent.
Am Let’s have a look at the birds. A……..
A Yep. The diagonalness of the birds,
Am Is that the trajectory you’re talking about?
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A Yes the trajectory. Its going up and away to the sky so they are getting away from the
man made and towards the elements of nature.
Sts giggle at her success
Am It’s brilliant.
Kathy Also as Sam gets older he uses more resources and takes more space. And he makes
more impact on the environment. Outside the fence is the impact the rest of the world is
making but inside the fence is where he is making his impact as well..
Nellie I have something else to add.
A Go Nellie
N Like all the resources, inside the fence like the clothes hanging out and the fence is to
keep him inside so he won’t go wandering
St Shows possession
A Good girl shows possession shows ownership.
St What’s that supposed to do with the bird? (St I own this ...heading) What does it mean
though?
A Angle. If you look at them again as St said it looks as if they are flying away. Right the
message we’ve just discussed - just have a look at this. ...........Have a look. People are
establishing themselves and taking over. The bush is still there but it is receding or
decreasing, and we have new intrusions that we’ve all identified into the scene. Ok We’ve
briefly mentioned this yesterday. That cat is of course a natural entity but it is dangerous to
the fauna.
Sts Discussion re ferals St I hate cats.
St There’s lots of birds. They’re beautiful
Sts Discussion about the book (Anne, Tr 1, L 672-709).
C Turn to the last page. What is he thinking now?
K That we’ve gone too far. He wants his own son to have a better life than he did and to
live in the bush and stay near the bush and not like live in the city which is up there. To
move away from it all (Anne, Tr 1, L 587-590).

573

Kathy Also as Sam gets older he uses more resources and takes more space. And he makes
more impact on the environment. Outside the fence is the impact the rest of the world is
making but inside the fence is where he is making his impact as well (Anne, Tr 1, L 688691).
C Buying all you can get, consumerism, getting as many goods as you possibly can.
And she is challenging that. What is she saying about consumerism?
St Its ruining and destroying nature (Anne, Tr 2, L 210-212).

Recommendations for the framework
Attitude of the students to learning visual literacy
St The bird seems to be moving up, up to the future.
Sts Lots of avid focused conversation
A Right let’s move on.
Sts Complaining - too interested (Anne, Tr 1, L 665-668).
Bell goes Almost a friendly riot.
“Keep going keep going!” “Give us more time.” (Anne, Tr 1, L 674-675)
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Appendix M Critical literacy handout

Critical literacy
Pitt (1995) & Anstey (1998), English K-6 Syllabus (1998) & Teaching Reading A K-6
Framework (1998)
*Authors have no control over who chooses to read their story or information and what
they make of it.
* All texts are based on decisions about ways of presenting the world. Therefore we
should avoid treating them as natural representations of the world.
* Develop critical literacy skills through the questions you ask.
* Understand how the choice of words, text structures and the grammar of visual texts
contributes to how a text portrays particular social groups.

Critical literacy questions
Teaching Reading A K-6 Framework p. 13 Text-analyst role:
As a text-analyst a reader is concerned with the underlying and
unstated assumptions in the text and the way the text attempts to
position them as readers. Readers use the text-analyst role when
they ask questions such as:
* What is this text trying to do to me?
* Whose interests are being served by the text?
* Which voices or points of view are being silent?
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Readers adopt the text-analyst role when they:
* talk about opinion, bias and point of view in a text
* present an alternative position to the one taken by the text or
decide to endorse the position

taken by the text

* think about what the writer of the text believes.
Before reading
How do you read/view the front cover?
Who would you think it is aimed for?
What do we know about the characters/content/topic in this
book?
Who might be/might not be interested in reading the book?
What knowledge do I need to be able to read this book?
During reading
Do the illustrations tell a different story to the written? Is there a
conflict of ideology?
How have the author/illustrator interpreted the world, character,
setting, plot, theme through the grammar of the text/picture?
How have characters been constructed? Consider the choices in
characterisation in ethnicity, age, gender, class etc
What practices are constructed and valued? Is the reader
encouraged to approve of disapprove?
How?
What values/attitudes are presented? How do they relate to our
own?
What actions are being foregrounded and how is this achieved?
What actions are condoned? And how is this done?
What visual grammar has been used to present certain
experiences. Are there alternatives?
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How did the written text provide experiences through plot,
setting, and characterisation?
How has the visual grammar depicted settings and characters
which reflect your own culture and setting?
Do you feel empathy and understanding towards this position,
point of view?
Do the characters reflect the same attitudes and values of your
society, culture or situation?
What is the author’s purpose?
Who might disagree with the information contained in the book?
Who might be interested in reading it?
What does the author say about, girls, boys, mothers and fathers?
How are they constructed in the text/illustrations? Why has the
illustrator constructed the characters in this way?
What kinds of language are used to do this? What grammar in
the visual text is used to do this?
What is the written text trying to say? Is the message the same in
the visual text? How do you know?
What interpretations are possible and for whom are they
possible?
Who’s interests are being served here? Who’s opinion, point of
view or bias is in the text?
What view of the world is the text presenting? How is this shown
in the illustrations?
Who’s experience, interests are being ignored, discounted or
misrepresented?
What constructions of reality are there in the book?
What kinds of knowledge are present? What kinds of knowledge
are not present?
Examine the ‘natural’ representation of knowledge authorised in
non-fiction texts.
What are the bears/whales like in this text, how do you know?
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Discuss one’s agreement or disagreement with the ideas,
information or point of view in the text. Construct an alternative
position.
What is included/excluded? What is left to the reader’s/viewer’s
imagination?
What emotions/feelings are evoked and how? By what means?
What characters and settings are borrowed from other texts?
Other questions:
What colours work on your emotions/feelings?
How does gaze set up a relationship with you? What grammar in
the written text indicates this?
Explore type of shots and camera angles and the effect this has
on meaning and how social values are constructed.
What actions do you see in the picture? Who are the do-ers?
Who are the done-tos?
What are the vectors and how does this organise the picture?
What is this saying about the characters/stereotypes?
Who is the speaker and who is the spoken to?
Is there any stereotyping here? How do you know?
How is information being presented to you? Naturalistic coding
or abstract coding? Is it part/ whole? Does it have a
superordinate? What is it saying about you the viewer?
How does the picture present the setting?
How does the picture reveal when, why, how or who/what with?
Does this match what is in the written text?
Create noun groups using the visual text and see if this matches
the written text.
List the people, objects in the visual texts. How do these relate to
each other? To the viewer?
What direction in movement shown in the picture? Is this
cultural?
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Who/what is in Given/New position in the picture? Or who/what
is central? Does this match the Given/New in the written text?
Does it match the topic sentences, main clauses or dependent
clauses?
How do the eye lines work? Where do they lead to? Use the rule
of thirds.
What/who is salient? How does this relate to the written text?
Are the pictures cropped? How can you fill in the missing
information?
How is speed depicted?
How does shape depict the mood of the picture? Relate this to
what is said in the writing.
Explain the meaning behind the relative position and the size of
the person or object.
What is the effect of shading and lighting?
The kind of perspective can set up a relationship with the object
and the viewer. How is this done in the picture?
How does the picture offer or demand goods and services, or
information?
What stability, balance and harmony do you see in the picture?
What is the effect of diagonal, horizontal or vertical on balance
and harmony in a picture?
How does framing relate to how clauses are organised in the
written text?
What objects or people give a sense of rhythm? How does this
contribute to the overall momentum of the picture?
What techniques of balance and harmony (e.g. repetition of
colour, direction and shape) correlate with cohesive devices in
the written text? (repeated words, words which co-occur,
reference pronouns, similar words and use of conjunctions)
What signs are evident in the picture? What connotations and
denotations do you see? Which signs are supporting a social
myth? Which paradigms are shown? Which signs connect from
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these paradigms? What social myths or ideologies do they
support?
After reading
Problematised the text - make two lists about how the mothers in
the catalogue are like real mothers and how they are not. Tell
why you think that.
Make a list of what the whales/people are doing in both whale
books. List their characteristics. How are they constructed in the
pictures/writing?
How might you have written, illustrated this text?
1. Model how you as a teacher read/view a text. Analyse the
visual and verbal texts using the language you want the students
to use in viewing a text.
2. Jointly analyse a few pages from the text and guide the
students in using a language for speaking about visual and
written texts.
3. Allow them the opportunity to analyse a few pages in groups
or in pairs, accepting their analyses

but guiding them into

adopting specific terminology.
Argue for or against a preferred reading of the text.
Write a personal response to a section of the book. Share with
others to seek their opinion.
Write a description of a picture or a character.
Writing a personal response
1. Model the text type
2. Deconstruct its purpose, audience, stages and language
features.
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3. Deconstruct a second response text. Is it the same?
4. Create a scaffold and a set of criteria for guiding students in
their writing and self editing.
5. Model writing a response to the first few pages of a picture
book.
6. Jointly construct a response for the next few pages.
7. Guide the students in writing their own responses for either
the following few pages or for the whole book, or let them
independently write their own responses.
Where do I start?
Key

questions

for

teachers

when

programming

table

Programming English K-6 Separate HO
From your knowledge of the students’ skills , knowledge and
understandings in literacy, what is it that the students can already
do in reading and viewing texts with visual images? You may
need to refer to the Syllabus outcomes pp. 29-35.
e.g.
RS 2.5 Reads independently a wide range of texts on
increasingly challenging topics and justifies own interpretation
of ideas, information and events
RS 3.5 Reads independently an extensive range of texts with
increasing content demands and responds to themes and issues.
RS 2.7/3.7 Critically analyses techniques used by writers to
create certain effects to use language creatively, to position the
reader I various ways and to construct different interpretations of
experience.
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RS 3.8 Identifies the text structure of a wider range of more
complex text types and discusses how the characteristic
grammatical features work to influence readers’ and viewers’
understanding of texts
Refer to the indicators of these outcomes.
Refer to the content overview of Early Stage 3 and Later Stage 3
p. 61.
•

encourage students to read, analyse and evaluate information found
in written texts and visual texts and justify their responses.

•

provide opportunities for students to view screenplays of novels, live
theatre and performances, and draw the students’ attention to the
structure and grammatical features of these texts.

•

explain how the choice of grammar affects a reader’s or viewer’s
interpretation of a text.

•

model how to change the theme of a clause and discuss the effects of
such changes, linking the change in theme to the use of active and
passive verbs.

Later stage 3
•

select, read, interpret and use a variety of material with increasing
autonomy, e.g. extended novels and information texts, video
documentaries, multimedia and performance texts, graphic material,
hypertext

•

recognise how grammatical features help to build up the meanings of
texts e.g. reference links, word chains, adverbial and adjectival
phrases, evaluative language

•

developing higher order skills in decoding texts and accessing visual
information

•

develop student’s critical and evaluative skills e.g . Effects of
different camera angles, relative effectiveness of two or more related
texts, different interpretations of the same text
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•

talk about how authors employ grammatical features to achieve the
purposes of their texts e.g. organising texts predictably, using text
connectives, using topic sentences, using subheadings,....... using the
passive voice to maintain the information focus............. using noun
groups to condense information (Syllabus English K-6, 1998,
Beyond Stage 3 pp. 64-65).
Colin Hadfield Middle Years Literacy Consultant WDO
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Critical literacy questions (One Less Fish)
Teaching Reading A K-6 Framework p. 13 Text-analyst role:
As a text-analyst a reader is concerned with the underlying and unstated assumptions in
the text and the way the text attempts to position them as readers. Readers use the textanalyst role when they ask questions such as:
* What is this text trying to do to me?
* Whose interests are being served by the text?
* Which voices or points of view are being silent?
Readers adopt the text-analyst role when they:
* talk about opinion, bias and point of view in a text
* present an alternative position to the one taken by the text or decide to endorse the
position

taken by the text

* think about what the writer of the text believes.
Before reading
How do you read/view the front cover?
Who would you think it is aimed for?

During reading
Do the illustrations tell a different story to the written?
The illustrations are painted on silk using vibrant colours. Toft has used a naturalistic
code of colouring to make the fish and their surroundings appear as natural as possible.
The vibrant colours cause the viewer to be inquisitive and to regard the reef to be an
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exciting place to visit. In fact the illustrator has succeeded in causing the viewer to think
of the reef as such an exciting and fascinating place, that it needs preserving. What does
the reader/viewer think of this? Is it the right reason for preserving the reef?
The illustrations do tell a different story because there is no inclusion of the cause of the
elimination of the fish. It is left for the viewer to assume. It is not until he/ or she reads
the text that the cause of the depletion is anchored down.
Colour saturation - high, in keeping with the colouring of the fish
Colour hue - cool and warm. The cool colours tend to be of a high saturation and
typical of the warmer waters of the tropics.
Colour modulation - bright colours not flat
Colour differentiation - full range of colours - typical of tropical waters
How have characters been constructed? Consider the choices
What practices are constructed and valued? Is the reader encouraged to approve or
disapprove?
How?
The rich vibrant colours work on the viewer to feel negative feelings towards the
persons described in the written text. “Along came the divers” sets up the social myth
that divers used to be a menus to the wildlife of the reef. Then this is prefaced with a
factual information report about spear fishing and scuba diving. Here the language of
appraisal cuts in to soften the initial impact of the scuba divers. Fishing and diving are
“popular sports”. “Although today many divers only look at or photograph fish and do
not kill them”.
Page 10 also has similar language of appraisal and also adds that “if they catch
undersized fish they should put them back into the ocean”. Here we have the modal part
of the verb “should put” adding that extra emphasis. This higher modality seems
commensurate with the message of the wonderful exciting world of the Great Barrier
Reef which is disappearing before our eye one by one off the page.
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Page 9 paints an even more negative picture of these characters who drill for oil.
“Damaging reef ecosystems” and “cannot regenerate” contain high modality language
which is highly emotive. The terms “regenerate” and “ecosystems” are very scientific
and abstract - the kind of language you can’t argue against. The author is using very
effectively, the language of judgement and emotion to get his message across. The
pictures also appeal to the senses and seem to say “Why would you want to destroy this
exciting place?” So the pictures and the writing work in tandem and seem to say slightly
different things
Page 8 uses the same techniques and utilises rather graphic language “choke to death”.
The litter bugs are painted as the very villains who are the cause of the depleting
numbers. It is hard to argue against. The colours and the language of feeling and
judgement create a very powerful message.
What values/attitudes are presented? How do they relate to our own?
What actions are being fore-grounded and how is this achieved? What actions are
condoned? And how is this done?
How has the visual grammar depicted settings and characters which reflect your own
culture and setting?
Do you feel empathy and understanding towards this position, point of view?
What is the author’s purpose?
Who might disagree with the information contained in the book?
What is the written text trying to say? Is the message the same in the visual text? How
do you know?
What interpretations are possible and for whom are they possible?
Who’s interests are being served here? Who’s opinion, point of view or bias is in the
text?
What view of the world is the text presenting? How is this shown in the illustrations?
Who’s experience, interests are being ignored, discounted or misrepresented?
What constructions of reality are there in the book?
What kinds of knowledge are present? What kinds of knowledge are not present?
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Examine the ‘natural’ representation of knowledge authorised in non-fiction texts.
What are the bears/whales like in this text, how do you know?
Discuss one’s agreement or disagreement with the ideas, information or point of view in
the text. Construct an alternative position.
What is included/excluded? What is left to the reader’s/viewer’s imagination?
What emotions/feelings are evoked and how? By what means?
What do we know about the characters/content/topic in this book?
Who might be/might not be interested in reading the book?
What knowledge do I need to be able to read this book?
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Appendix N Nina’s case study lesson plans and reflections
The data shows that Nina’s regular reflection and planning comes about through her
reflective diary, and is also evident in my field notes. Some of this reflective planning
is enumerated below because the content reappears in the data analysis and resurfaces in
the grounded theory itself.
1. For instance Nina stated that she needed to address the resource of gaze and
vector in her next book, The Story of Rosy Dock. In talking with me, she was
able to talk through the process of analysing The Story of Rosy Dock that she
was about to do with her students. During our frequent talks Nina and I were
able to reflect on what we had done and connect back with what we had done in
the training (e.g. au. 1000-1048).
2. Nina used the proforma I suggested for the response text type (Nina’s reflective
diary 10/8; 20/8), used the model response for the flood pictures that I had
written for the students (Nina’s reflective diary 25/8), and wrote her impressions
about the standard of the students’ work (oral and written responses).
3. Nina wrote lesson plans as well as lists of questions with visual literacy terms as
part of her lesson preparation (Nina’s reflective diary 1/9), and used questions
from the lesson I had provided as support material (Nina’s reflective diary
26/10).
4. There had been a focus on ideational meanings and positional terminology (my
field notes 4/9) and there was a need for terminology for interpersonal meanings.
This came about using The Whales’ Song by Dyan Heldon and Gary Blythe.
5. I saw the need for the class to link the language of the framework with critical
literacy and mentioned the link between critical literacy questions, the response
stages and the language of the framework on numerous occasions. With The
Story of Rosy Dock I supplied Nina with some notes containing, the stages of the
response text type, related critical literacy questions and the language of the
framework (my field notes). Similar support material was also given to Nina for
The Whales’ Song. Nina adapted these suggestions to her own teaching
producing her own scaffolds for response writing. The scaffolds included critical
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viewing questions and terminology developed for the appropriate generic stages
of the response text type.
The following lesson plan shows Nina’s approach to modelling and teaching the
response genre and introducing them to the Flood picture. The response genre was to
be used as an initial written response. Later on Nina had the students write another
response that could be compared to this initial response.
25/8 Lesson Plan 30 min First Response writing
•

OHT questions for a response

•

laminated newspaper picture

•

Colin’s response

Using a photo from the Mercury 23/8/98 of the storms in Woodlands have the students
write their first Response Text./
Sequence
•

Explain the terminology ‘Response’ and what is required to write one.
Present OH of subheadings and scaffolding questions.

•

Present the newspaper photograph.

•

Explain and record the Context for the work on blackboard.

•

Brainstorm and record ideas to use under the three headings – Synopsis,
Description and Opinion

Questions
Synopsis – What is the message?
Description – What catches your attention about the photo?
- Description of any people? Objects?
- What else do you notice?
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- What might the picture be telling us?
- What do you see/notice first about the entire picture?
- What descriptive words can we use?
Opinion – How does the picture make you feel?
- What does it make you think about??
Brainstorm results
•

What texts can we respond to?

•

Response texts We can write about poem, story, picture, map, rep[ort,
autobiography, letter, TV program,, newspaper article, biography,
magazine/article, photograph, journal, painting, video, radio program,
advertisement.

•

What is the context? Illawarra Mercury 223 August 1998 pictorial
supplement 12 pages Woodlands floods – Mon 17th evening – to show
the devastation.

•

Synopsis Flood – next day – Lonsdale’s house – damage – machinery
to clear rocks – looking down the driveway – damaged house across road

•

Description Perspective – photo from Lonsdale’s house – looking
down driveway – road – to other house – excavator – water – mud – bush
– rubble – rocks – house (describe these)

•

Opinion What do you think or feel when you see the photo? Does it give
the message clearly? How?

•

Write a response in English Books

•

Share some responses and discuss.

•

Read Colin’s response to the other photograph.

The following inserts of Nina’s lesson plans from her diary show her ability to
guide the students though the generic stages of the response, while analysing
the visual texts.
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Lesson plan Window 27/8/98
Introduce Window by Jeannie Baker to give students further experience writing a
response text.
•

Show book cover – discuss the title – what do students know about this
book already? – discuss Baker’s collages – locate publication date – what
type of text is this?

•

Share the book noting and discussing – what information can be gleaned
from the images – what changes do you notice – how is the reader
informed about time passing? – what effects upon the environment do we
see? – will the set of events be repeated beyond the text? – what
relationships do we notice?

•

Revisit the response text proforma and highlight the features for each
subheading.

•

In English books students will write – Context of the text – Synopsis

28/8/98 Lesson plan (Nina’s diary) questions in Nina’s room 3/9/98 (field log)
Continue writing a response text on Window by Jeannie Baker.
1. Revisit the text and review some of the main points discussed in the previous
lesson.
•

Using multiple copies of the text, children work in groups of five and
write the next part of the response i.e. description – stimulation
questions: How are the pages presented? How are the pages framed?
What colours are used? What clues are given about the boy, his age, the
buildings, his hobbies/interests, his friends, the backyard, the neighbours,
the developing town, the animals, the plants? What perspective is used in
each image?

•

31/8/98 Continue writing the responses, including the Opinion, and edit
for word processing. Further questions: What is the position of important
features? Left/centre/right? What do you notice first? When responses
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are published make A3 copies for display – children design their own
borders.
3/9/98 (field log)
Today they broke into groups i.e.
•

context

•

synopsis

•

position

•

colours: light and dark

•

notice first

•

opinion

The following lesson plans were to do with the writing of the description etc.
and was part of Nina’s reflective process.
26/10/98

The Whales’ Song

The lesson organization was suitable. My comments re taking each teaching point a
little slower is important I think.
I’ve also thought through the expectations of the students to write their responses.
•

Do we expect that they will write about every page in the book?

•

I think the children will be overwhelmed by that and consequently do a
superficial response.

•

I intend to choose a set of questions from your plan.

•

Identify the pages the children should refer to

•

Introduce the particular grammatical point I want them to comment
about.

•

I’ll also guide the children concerning the subheadings and the questions
related to them

3/11/98 The Whales’ Song - Response writing
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•

Reread the text.

•

Handout the response Guide (See next section) and ensure everyone
understands the questions and instructions – refer children to the charts
on BB to revise special terms – also remind them of special grammar
language they should try to use.

•

Allow time for writing about Context and Synopsis.

N.B. We have six copies of the text. Therefore groups of four should choose the same
double page spreads for the next section.
Response Guide
The Whales’ Song – Dyan Sheldon, Gary Blythe
Context
•

What do we know about the characters, theme and topic?

•

What is the setting? When? Where? How? Why? Who?

•

What is the author’s and illustrator’s purpose?

•

When was the text published? Where?

•

What is the main message of the text?

•

Whose opinion do you think is put forward?

Synopsis

Description
Choose two double spreads to write about.
•

Name the page you are writing about.

•

Write about - the people, objects, animals

o

their relationships to each other

o

their relationships to the setting

o

their relationships to the viewer

o

any actions in the foreground and how they are achieved

o

the emotions and feelings the image generates

o

line

o

shape
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o

colour

o

direction

o

framing

o

who or what is salient?
•

is the written text the same as the visual text? What is it trying to tell
the reader?

Opinion
•

What do you think? What makes you react that way?

•

Reread the text.

•

Review the requirements for writing about Description. Focus on chart of

10/11/98

terms we have discussed.
•

Allow time for writing.

N.B. This took up to three sessions for the students to get their writing up to
publication stage. They had the chance to word process it at home or have me do it.
Copies were made for the students, Colin and me.

The charts Nina made were based on my lesson and the terms I introduced.
The Story of Rosy Dock

Salient – the most important
part of the visual text – the

Horizontal lines

desert

Cycles

Symbol – circle of the seasons,

Gaze

Setting

cycles

Introduced plants and animals

Colour

Wind blown seeds

Colour saturation

No predators – so the plants

Warm

reproduce quickly

High saturation

Extinction of natives

Low saturation

Verbs – swirling, spiralling,

Dull

singing

Lines

cool
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Noun group – harsh searing

Horizontal

vertical

sun, squalling cloud, kangaroos

Semicircular

that lived in trees, a creek into

Rigid jagged

the rainforest

Sloping

circular

Repetition -

Straight

flowing

Circle of grass, red colour,

Curved balanced

trees, mountains, horizontal
lines, tuft of grass, birds, and
desert life.

With Where the forest meets the sea by Jeannie Baker, Nina implemented the following
plan.
Where the forest meets the sea
PLAN
•

Share the book using the big book version.

•

Pay particular attention to, and encourage discussions about – the cover,
read the written text, colours, positions, ‘ghosts’ images, ‘hidden’
images. Attention grabbers.

•

Make overhead transparency of the questions.

•

Introduce the task to answer these questions by reminding the students
that a response is a personal point of view and there are no distinctly
right or wrong answers.

•

Display question 1 Show the text big bok cover. Students close their eyes
then open and record what they notice first. Repeat the exercise before
writing why they notice that feature. Share answers.

•

Display question 2 Students recall and write from memory, then the
teacher reads the book aloud, showing the images. Students have a
chance to amend, expand their responses. Some students share their
answers.
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•

Display question 3. Teacher to do an oral demonstration using one
image. Stress the use of known vocabulary for describing position,
vertical, horizontal, left, right, upper, lower, centre, top, bottom, edge,
sides, thirds, foreground, background, middle distance. Divide the
students in three groups (each has a copy of the text) and allow them to
agree upon the image they will write about. Allow time, roving to
discuss salient points, as the students write. Share the responses from
some students while the others view the visual text.

•

Before exposing question 4, remind the students of the noun groups
found in The Story of Rosy Dock. Give other examples and allow them to
give their own examples orally. Read the question. Organise three groups
to view the written text. Students record the noun groups.

•

For question 5 have children work in their three groups, discuss and
write about only two images.

•

For the remaining questions (excluding 7) children go ahead at their own
pace, having access to the 3 text copies in their groups.

Handout: Where the forest meets the sea
•

When you look at the cover, what do you notice first? Why?

•

What is the main message of the book?

•

Choose one image to explain how the positions of objects
contribute to the message of the book.

•

Quote some important noun groups and verbs from the written
texts.

•

When does Jeannie Baker introduce clues or ‘ghosts’ from the
past? How does she improve the written message through these
images?

•

How do the images add to the meaning of the written text? Use
three pages to explain this.

•

Choose one page and describe the additional details included in
the image which are not in the written text.
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•

What are the predominant colours that Jeannie uses? Explain why
she has chosen the particular choices.

•

When you look at two pages of your choice, describe the position
of the reader. How do you know this?

•

Choose one page to describe Jeannie’s use of colour saturation,
line, position, and what feelings you gain from the image.

•

Explain your understanding of Jeannie prediction at the end of
the book.
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Appendix O Comparison between Yr 8 student written
responses

Assessment criteria : a critical response (visual
literacy)

Name Geoff Yr 8 Window Cover, Window:1&2

1. The text describes

Yes but briefly

and responds.
2. The theme is consistent.
3. Text structure

Y
43210

context

context, synopsis, description,

Non existent

opinion/judgement

synopsis
.short sentences Track suggests others have passed.
description
Actions - what has changed?
opinion/judgement

4. Uses technical language to

y dominant - front cover the house is the most dominant thing

analyse the picture to examine

y comparison - house appears insignificant against the bush

how it: sets up relationships,
makes meaning, is created as a
text.

y

around it.
Meronym - bird represents all wild life. The firewood
represents all of nature being destroyed for firewood. Him
aiming his sling-shot at the pigeons is also a symbol of man
killing more nature.
Perspective - isometric looking down - depersonalised
framing - They have fenced off a backyard and cleared away
some bush for it.
Salient - the woman is salient
Given position - she is in given position
motherhood - we know about motherhood
Centrality - the view
Framed - the view
Colour - In the foreground the colour is plain and mostly the
same. In the background it is more bright and natural pulling
the gaze towards it
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Convergence of lines and gaze invites you out of the frame
and into the view.
Given position - toilet
Trajectory of the birds - flying away from the humans.....
5. Uses technical language to

See above

work out the message of the
author/illustrator.
6. Descriptive language

Uses

Little except use of adjectives to expiate the visual literacy

noun groups/adjectives, similes,

terms used.

metaphors and adverbial phrases
to modify technical lang.
7. Makes connections between the

NA

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

Judgement

relates message to own context

window.

effective framing to cause us to look out the

appreciation/opinion/judg’t.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:
complex, compound, simple
sentences

210

11. The language of appraisal:
affect, judgement, valuation,
modality and amplification

Other Comments

©Colin Hadfield 1999

Assessment criteria : a critical response (visual
literacy)

Name Kylie Window 1/2/7/ The Flood Picture

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

context

context, synopsis, description,
opinion/judgement

synopsis
Salience of the woman
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Motherhood framed view
open window
the bush is receding
mother - hanging out clothes
description
Wonderful noun groups describing the colours of the
foreground and the background
Gaze - mother looking into the bushland
Intrusions - cat and toilet
actions - The cat is looking at the butterflies and he looks like
he is going to kill the wildlife.
toilet - represents (symbol) pollution and civilisation
Mentions what has changed - fence, clothes line, grass
changed colour, trees cut down
Convergence of lines and gaze invites you out of the frame
and into the view.
Given and New (teacher’s)
What does it tell us of motherhood? stereotypical mother
with blue on the boy
What does the trajectory tell us about the birds? They’re
trying to escape.
Cover: Good description of the cover and when you open it
showing the bush on the LHS and “it is supposed to be
there”. The house looks out of place. When opened out the
house is on the RHS . “It might develop everywhere.”
Same use of meronym, perspective and eyeline as everyone
else.
opinion/judgement
Lines curved and soft
salient position - woman and toilet
Cover: “I think the picture was made to make you think why
the house is there and what is going to happen and the way
the lines flow and how they bring you to the bush and to turn
the page and find out where it leads to.”
Colour and positioning and the bird all work very well
4. Uses technical language to

fence separates - private world, public world and the

analyse the picture to examine

house/road.
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how it: sets up relationships,
makes meaning, is created as a
text.
5. Uses technical language to

The background is the uninhabited part and is important to

work out the message of the

the future, whereas the foreground isn’t really important

author/illustrator.

except the fact that there are 2 human beings and a lizard.
man made - fence, road, house: overpowering
Straight - man made - harsh, sharp, dangerous, hard, solid.
natural - curved, soft
The background is less developed and it gets more developed
as it gets closer to the window.
The firewood represents the bush being cut down and
civilisation taking over.
Nature is being trapped as represented by the frog in the jar
and also not being able to move.

6. Descriptive language

Uses

noun groups/adjectives, similes,
metaphors and adverbial phrases
to modify technical lang.
7. Makes connections between the

n.a.

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.
relates message to own context
appreciation/opinion/judg’t.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:

The background is the uninhabited part and is important to

complex, compound, simple

the future, whereas the foreground isn’t really important

sentences

except the fact that there are 2 human beings and a lizard.

210

11. The language of appraisal:

Little modality

affect, judgement, valuation,
modality and amplification

Other Comments

Kylie’s work on Window is rather piecemeal. She appeared to
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be not always on task when I observed her. However she did
come up with quite a few original interpretations of the texts
using the language of visual literacy e.g. the description of
the cover and the work she did on background and
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foreground.
Also convergence.
Much of the work was done collaboratively with the others.
Compared with Flood Picture, there is far more sophisticated
analysis. The Floods response is much briefer but uses better
prose. However it is merely a description of the various
things in the picture.
Kylie was often missing from the group because of
performance practices.

Assessment criteria : a critical response (visual
literacy)

Name Nellie Yr 8 Window Cover

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

context

context, synopsis, description,

Good intertextuality referring to other books by Jeannie

opinion/judgement

Baker
Time span
synopsis
similar to others’ points. e.g. perhaps pioneer
description
Interesting section describing when the cover is opened. She
mentions the “insignificant” size of the house compared to
the “vastness look of the landscape”
Talks through eyelines using own language “gazing around
the picture and the hills especially make it look like it doesn’t
matter.”
Mentions tone in colour making “the hills stretch out far
away.”
Further mention of eyelines all leading to the bush
Perspective - isometric looking down - depersonalised.
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opinion/judgement
Opinion given re the message of the cover showing the
“vastness” of the bush and how simple this is and how it will
change to become busy.
4. Uses technical language to
analyse the picture to examine
how it: sets up relationships,
makes meaning, is created as a

y
y
y

text.
5. Uses technical language to

y Very much so

work out the message of the
author/illustrator.
6. Descriptive language

Uses

y “the vastness look of the landscape”

noun groups/adjectives, similes,
metaphors and adverbial phrases
to modify technical lang.
7. Makes connections between the

n.a.

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

2 This student definitely brings her own world experience to

relates message to own context

bear on the pictures.

appreciation/opinion/judg’t.
210

Her opinion concerns what the main thrust o f the visual is
and then she explains how it is done in terms of visual
grammar. “I think that the picture was made (especially the
hills) to show vastness. The hills get lighter (colour wise) as
you get farther back and the only house shows how simple
the place was and how much more busy it will (can) get.”

9. Intertextuality *intratext

intratext

*intertext
10. Language to respond:

2

complex, compound, simple
sentences

210

11. The language of appraisal:

“Your eyes don’t go immediately to the house but gazing

affect, judgement, valuation,

around the picture and the hills especially make it look like it

modality and amplification

doesn’t matter.”

Other Comments

This student excelled orally in deconstructing the visuals. Her
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use of the metalanguage for visual literacy was exceptional
but sometimes not always in context.
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Assessment criteria : a critical response (visual
literacy)

Name Nellie Yr 8 Window 1/2

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

context

context, synopsis, description,
opinion/judgement

synopsis
.woman salient and in Given position. Motherhood. Same as
everyone
description
Mostly on colour: adjectives used are saturated, soft tone,
cooler hue (teacher)
“The colours outside are all natural to convey a rustic bush
feel and the colours inside are simple and beige to convey a
simple country home.”
“But the foreground colours frame the background and take
focus to the outside and also because the lady with the child
interrupts the right angle of the bottom left hand corner of the
window your attention goes to her first and then follows the
gaze of her eyes to the outside which your eyes naturally go
to anyway because it is colourful and inside is boring.”
Window 2
She enumerates the changes seen from page to page. An
effective comparison is, “There is a new fence up and a
clothes line. The new fence gives sharper angles and the rest
of the nature is soft and seems to be all over the place and the
fence, clothes line seems to be placed particularly.”
“Convergence of lines and gaze invites you out of the frame
and into view.”
“Stereotypical mother” - “hanging out the baby clothes”
New resources for the baby - wash line, fence.
Slingshot “directs your attention outside.” “symbolises the
destruction one boy can make.”
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“The firewood symbolises the destruction of the forest
“the helicopter symbolises modern technology.”
“frog in the jar represents trapping all animals”
gaze - “a calm look”
intrusions - the cat and the toilet: “symbolises the beginning
of destruction.”
actions - “enclosing the child in her arms”
“soft lines”
“soft colours”
opinion/judgement
“Yes I do think it is effective it sort of shows the new
intruding in on the old.”
4. Uses technical language to

y “But all the new resources seem to be for the baby, the wash

analyse the picture to examine

line to hang out his clothes and the fence to keep him in his

how it: sets up relationships,

own territory so he will keep safe. As he gets older he takes

makes meaning, is created as a

up more resources.”

text.
5. Uses technical language to

y See above

Definitely

work out the message of the
author/illustrator.
6. Descriptive language

Uses

“The colours outside are all natural”

noun groups/adjectives, similes,

“rustic bush feel”

metaphors and adverbial phrases

“There is a new fence up and a clothes line. The new fence

to modify technical lang.

gives sharper angles and the rest of the nature is soft and
seems to be all over the place and the fence, clothes line
seems to be placed particularly.”

7. Makes connections between the

2 n.a.

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

2

relates message to own context
appreciation/opinion/judg’t.
210
9. Intertextuality *intratext
*intertext
10. Language to respond:

“But all the new resources seem to be for the baby, the wash

complex, compound, simple

line to hang out his clothes and the fence to keep him in his

sentences

own territory so he will keep safe. As he gets older he takes

210

up more resources.”
11. The language of appraisal:

Hints of this language coming through
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affect, judgement, valuation,
modality and amplification

“placed particularly”
“less wildly growing”

Other Comments

I feel that examples of complete responses would help her
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produce a more cohesive text.

Assessment criteria : a critical response (visual
literacy)

Name Kathy Yr 8

1. The text describes
and responds.
2. The theme is consistent.
3. Text structure

Y
43210

context

context, synopsis, description,

Much more advanced than earlier responses

opinion/judgement

Gives the general messages as related to the rabbits and the
numbats - introduced species and native species: English and
aborigines.
Gives a time setting - last two hundred years
synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the
aborigines went through because of the white settlers.”
Enumerates each event
description
Highly analytical making connections between the visual
elements of the pictures and how they relate to the stages
through the episodes of the narrative and what this all means
in terms of the combined messages of the book.
opinion/judgement
Kathy enumerates all the visual elements used by the
author/illustrator. She brings out her opinion as to the main
message projected by the illustrator: “I think it is very clever
how Shaun Tan has used the rabbits to represent the white
settlers not only because they are an introduced species but
also because they were a plague that brought death and
destruction wherever they went, just by their presence - and
this is exactly what the white settlers did to the aborigines.”
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She passes judgement on the rabbits, “to see how the
aborigines really had no chance against the settlers who only
fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of what
it would have been like to be right there at that time.” Then
she finally turns the focus back on the artist and shows what
the artist wants the viewer to think. “The artist wants the
viewer to think.........”
4. Uses technical language to

colour hue and saturation natural clean clear colours

analyse the picture to examine

more dull and artificial

how it: sets up relationships,

shapes change from curvaceous...sharper like city buildings

makes meaning, is created as a
text.

“The environment has been remoulded into that of an uglier,
colder, more hostile one.”
repeating symbols the clock, the eight arrow flags that points
in all directions.
gaze very cold and hostile - hunter
venerable look - brings out the “hunted”.
offering information no communication with the viewer
(historical information about how the whites treated the
aborigines).
angle drawn is up front - offering information
proportion of the rabbits: numbats seem almost nonexistent
rabbits extremely overpowering.
rabbits white colonists the do-ers
the numbats represent the aborigines the done-to
symbolise rabbits abstracted and sharp with “pointy, high,
skinny ears that symbolise their ranking and importance.
Numbats natural more realistic - curvaceous and more
attractive.
very high colour saturation - the red rock: contrasting,
symbolises the red earth
meronym fossils in the cave = many generations of
aboriginal ancestors
a strong sense of the known and the unknown and their
meaning
comparison superiority, tiny footprints insignificant in
comparison to the harsh black marking on the land.
actions: colonise, manipulate holding, showing
body language: “The four rabbits are trying to teach the
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aborigines their way, as one of them is sitting down holding a
mechanical wheel and showing the aborigines knowledge,
but he has his back turned on the aborigine who is holding
branch trying to tell the rabbit about some of their
knowledge.”
Numbers - rabbits are not looking at the land for what it
is.........but labelling it into a scientific category.
symbolise eight arrows going in all directions - to spread,
colonise and take over
repetition of this symbol is important as it helps explain what
is driving the rabbits.
storm cloud symbolising “a change in the weather.”
clock - symbolising time and how they brought it with them
5. Uses technical language to

“This suggests they are trying to put the puzzles of this

work out the message of the

picture into a real life version and create a real life dream - a

author/illustrator.

mission that is impossible.”
meronyms - “These are meronyms for the carelessness and
destruction of the Australian wildlife.”
Cows dragging a milking device with a clock attached to it a meronym for cows producing milk out of their normal time
frame.
symbolising - symbolising the impact cattle had on the
environment
Actions explained in picture - dissecting pieces of
mountain....
Working by night, natural things labelled: “to show just how
systematically and scientifically they’re working.”
Colour - emerald green “which gives it a mysterious effect.”
dominant colour is brown + ripping: effect of war.
She gets down to the ideological position of the writer - how
he positions the rabbits - the British invaders: “more
destruction of the land, murder, if not slavery and the
stealing of a generation of children from their parents.”
Another example is from page 12 which “indicates”
everyone is moving around on wheels minding their own
business and “the individual can sometimes seem
unimportant.”
Yet another example of construction the ideological position
is the reference to the clocks and the strict time limit and “not
by their natural sense of time or surround.”
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Meronym: “sucking all the goodness from the sky.”
symbolises - the cold hostile environment
Theme - “might=right” “A western theme”
“A modern western culture” a fake identity to hide the true
one and how people feel towards one another.
6. Descriptive language

Uses

“......there is a huge, ugly, grey city that is cold, clustered and

noun groups/adjectives, similes,

crowded.”

metaphors and adverbial phrases

This piece of writing has the most descriptive use of noun

to modify technical lang.

groups and modifiers so far read.
e.g. “thick muddy trails”
“a set time frame”
“the dominant colour”
“their natural sense of time and surrounding”
“a line of black oil flowing outwards”
“an endless plain of rubbish”

7. Makes connections between the

Not connected explicitly. However, she obviously combines

meaning of the visual and the

both in her analysis of the message and the key meanings the

written texts. *Meaning level

author and illustrator are constructing.

*Grammatical level
8. Critically analyses the text i.e.

Kathy continually focuses on the context of western culture -

relates message to own context

the problems westerns face, thus bringing it back to her own

appreciation/opinion/judg’t.

world experience. That is the drugs, alcohol, poverty in city
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streets and the stolen generation.
Repetition - of pipes. She relates this to the lifeless condition
of our soil.
Dominant colour is brown - appropriate for the mood and
message.
Her rendition of the final pages draws out the “depressed”
feelings of both the numbat and the rabbit but again she
draws attention to the social issue of “reconciliation.”

9. Intertextuality *intratext
*intertext
10. Language to respond:

Wonderful sentence structure making full use of the potential

complex, compound, simple

of sophisticated variations in the clause structure.

sentences

eg. “There are hundreds of rabbits with pipes coming out of

210

the giant rabbit-like structure along conveyor belts as if they
are factory made - this symbolises the cold, hostile
environment that the rabbits have created for their own
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children and how a child can sometimes be thought of as a
statistic, rather than a an individual.”
Rhetorical questions: “but at what price?”
11. The language of appraisal:

Uses modal adverbs such as “the individual can sometimes

affect, judgement, valuation,

seem unimportant.”

modality and amplification

“barely enough in the picture to reconcile”
Uses modal adjectives also eg. worse, unimportant.

Other Comments

This is truly a remarkable piece of analysis, reaching down to
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the depths of meanings and ideological underpinnings of the
illustrator as well as the overall messages and themes coming
through the book. What she does do so successfully is relate
the whole message and process of the book to her own
thinking and own world experience. She then projects that
back on the author and illustrator to offer to her reader what
she thinks is in the mind of the illustrator, what they are
trying to say, and what message they are offering the reader.

Assessment criteria : a critical response (visual
literacy)

Name Nigel V Yr8 Window 2&3

1. The text describes
and responds.
2. The theme is consistent.
3. Text structure

Y
43210

context

context, synopsis, description,
opinion/judgement

synopsis
W 2 Contents of the picture is enumerated.
“the baby is two”
“the bush is receding”
“mother-hanging out the clothes”
W3 Mentions more information in each picture.
description
His voice is coming through. He is just not accepting everyone
else’s word. “Congruence of lines and gaze invites you out of the
frame into view.” Then he criticises this summation by stating,
Every (Even) that is man made is straight and unnatural. It’s all
being modernise(d). He also personalises the thought of the bird
“flying away from the modern world”.
W 3 He prefers to use point form rather than prose. He needs plenty
of modelling,
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“rabbit caging nature”
“teddy - violence or neglect”
“Horse - domestication”
opinion/judgement
He confuses what should be written in the description and
judgement stages.
He mentions that man made things have harsh colours and that the
superman suit shows power over the fragile box. Mentions the
vector as being the boy looking down at the fragile box.

4. Uses technical language to

no or little written evidence

analyse the picture to examine
how it: sets up relationships,
makes meaning, is created as
a text.
5. Uses technical language to

colours, vectors, colour contrast

work out the message of the
author/illustrator.
6. Descriptive language Uses

no evidence

noun groups/adjectives,
similes, metaphors and
adverbial phrases to modify
technical lang.
7. Makes connections between

able to when supported one to one

the meaning of the visual and
the written texts. * Meaning
level * Grammatical level
210
8. Critically analyses the text

orally

i.e. relates message to own
context,
appreciation/opinion/judg’t.
210
9. Intertextuality * intratext

intra

* intertext
10. Language to respond:

sentences poorly constructed

complex, compound, simple
sentences

210

11. The language of appraisal:

no Sentences poorly con

affect, judgement, valuation,
modality and amplification
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Other Comments

Nigel preferred to respond orally to the book rather than in
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written form. He also preferred to use point form in
preference to full sentences. He needs support and lots of
modelled writing to assisting him in creating written
responses which do justice to what he already knows. His
oral analyses as revealed on the tapes are far more
sophisticated - especially concerning The Rabbits.

Assessment criteria : a critical response (visual
literacy)

Name Kathy Yr 8

context
Much more advanced than earlier responses
Gives the general messages as related to the rabbits and the numbats - introduced
species and native species: English and aborigines.
Gives a time setting - last two hundred years
synopsis
Relates book to the “abstract” school of art
“Every page helps explain part of the story of what the aborigines went through because
of the white settlers.”
Enumerates each event
description
Highly analytical making connections between the visual elements of the pictures and
how they relate to the stages through the episodes of the narrative and what this all
means in terms of the combined messages of the book.
opinion/judgement
Kathy enumerates all the visual elements used by the author/illustrator. She brings out
her opinion as to the main message projected by the illustrator: “I think it is very clever
how Shaun Tan has used the rabbits to represent the white settlers not only because they
are an introduced species but also because they were a plague that brought death and
destruction wherever they went, just by their presence - and this is exactly what the
white settlers did to the aborigines.”
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She passes judgement on the rabbits, “to see how the aborigines really had no chance
against the settlers who only fought for their own personal greed and glory.”
She brings the opinion to a personal level - “The feel of what it would have been like to
be right there at that time.” Then she finally turns the focus back on the artist and shows
what the artist wants the viewer to think. “The artist wants the viewer to think.........”
colour hue and saturation natural clean clear colours
more dull and artificial
shapes change from curvaceous...sharper like city buildings
“The environment has been remoulded into that of an uglier, colder, more hostile one.”
repeating symbols the clock, the eight arrow flags that points in all directions.
gaze very cold and hostile - hunter
venerable look - brings out the “hunted”.
offering information no communication with the viewer (historical information about
how the whites treated the aborigines).
angle drawn is up front - offering information
proportion of the rabbits: numbats seem almost nonexistent rabbits extremely
overpowering.
rabbits white colonists the do-ers
the numbats represent the aborigines the done-to
symbolise rabbits abstracted and sharp with “pointy, high, skinny ears that symbolise
their ranking and importance.
Numbats natural more realistic - curvaceous and more attractive.
very high colour saturation - the red rock: contrasting, symbolises the red earth
meronym fossils in the cave = many generations of aboriginal ancestors
a strong sense of the known and the unknown and their meaning
comparison superiority, tiny footprints insignificant in comparison to the harsh black
marking on the land.
actions: colonise, manipulate holding, showing
body language: “The four rabbits are trying to teach the aborigines their way, as one of
them is sitting down holding a mechanical wheel and showing the aborigines
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knowledge, but he has his back turned on the aborigine who is holding branch trying to
tell the rabbit about some of their knowledge.”
Numbers - rabbits are not looking at the land for what it is.........but labelling it into a
scientific category.
symbolise eight arrows going in all directions - to spread, colonise and take over
repetition of this symbol is important as it helps explain what is driving the rabbits.
storm cloud symbolising “a change in the weather.”
clock - symbolising time and how they brought it with them
“This suggests they are trying to put the puzzles of this picture into a real life version
and create a real life dream - a mission that is impossible.”
meronyms - “These are meronyms for the carelessness and destruction of the Australian
wildlife.”
Cows dragging a milking device with a clock attached to it - a meronym for cows
producing milk out of their normal time frame.
symbolising - symbolising the impact cattle had on the environment
Actions explained in picture - dissecting pieces of mountain....
Working by night, natural things labelled: “to show just how systematically and
scientifically they’re working.”
Colour - emerald green “which gives it a mysterious effect.”
dominant colour is brown + ripping: effect of war.
She gets down to the ideological position of the writer - how he positions the rabbits the British invaders: “more destruction of the land, murder, if not slavery and the
stealing of a generation of children from their parents.”
Another example is from page 12 which “indicates” everyone is moving around on
wheels minding their own business and “the individual can sometimes seem
unimportant.”
Yet another example of construction the ideological position is the reference to the
clocks and the strict time limit and “not by their natural sense of time or surround.”
Meronym: “sucking all the goodness from the sky.”
symbolises - the cold hostile environment
Theme - “might=right” “A western theme”
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“A modern western culture” a fake identity to hide the true one and how people feel
towards one another.
“......there is a huge, ugly, grey city that is cold, clustered and
crowded.”
This piece of writing has the most descriptive use of noun groups and modifiers so far
read.
e.g. “thick muddy trails”
“a set time frame”
“the dominant colour”
“their natural sense of time and surrounding”
“a line of black oil flowing outwards”
“an endless plain of rubbish”
Not connected explicitly. However, she obviously combines both in her analysis of the
message and the key meanings the author and illustrator are constructing.
Kathy continually focuses on the context of western culture - the problems westerns
face, thus bringing it back to her own world experience. That is the drugs, alcohol,
poverty in city streets and the stolen generation.
Repetition - of pipes. She relates this to the lifeless condition of our soil.
Dominant colour is brown - appropriate for the mood and message.
Her rendition of the final pages draws out the “depressed” feelings of both the numbat
and the rabbit but again she draws attention to the social issue of “reconciliation.”
Wonderful sentence structure making full use of the potential of sophisticated variations
in the clause structure.
eg. “There are hundreds of rabbits with pipes coming out of the giant rabbit-like
structure along conveyor belts as if they are factory made - this symbolises the cold,
hostile environment that the rabbits have created for their own children and how a child
can sometimes be thought of as a statistic, rather than a an individual.”
Rhetorical questions: “but at what price?”
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Uses modal adverbs such as “the individual can sometimes seem unimportant.”
“barely enough in the picture to reconcile”
Uses modal adjectives also eg. worse, unimportant.
This is truly a remarkable piece of analysis, reaching down to the depths of meanings
and ideological underpinnings of the illustrator as well as the overall messages and
themes coming through the book. What she does do so successfully is relate the whole
message and process of the book to her own thinking and own world experience. She
then projects that back on the author and illustrator to offer to her reader what she thinks
is in the mind of the illustrator, what they are trying to say, and what message they are
offering the reader.
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Appendix P Visual literacy – ideas to consider
ACTIVITY
Below are examples of the concepts listed in “Visual Literacy - Ideas to Consider.” i.e.
Example A will show you the use of:
1. Gaze
2. Proportion etc
5. Colour hue
* Look at all the examples (A-P)
* Where a number is ticked, explain its significance/purpose.
* Remember, the pictures will try to manipulate your response in some way!
A. Ted Smith 1, 2, 5
B. Opera House 6, 12
C. Doing it Tough 2, 4, 7, 8, 22
D. Discovery 2, 5, 17
E. Volvo 1, 5, 8, 9, 10, 16, 17, 18, 22
F. David Jones/Nokia 11
G. My Dog 1, 5, 8, 9, 14, 15, 22
H. Advance 1, 7, 8, 9, 13, 14, 15, 17
I. IBM 5, 9, 14, 15, 17
J. Vietnamese Restaurant 1, 5, 8, 10, 14, 15, 18, 20
K. Sydney Morning Herald 2, 4, 8, 9, 13, 14, 15, 18, 23
L. Avis 3, 5, 9, 13, 15, 17, 20, 22, 23
M. Time and Tide 1, 3, 8, 9, 13, 15, 16, 19, 23
N. Chrome 1, 3, 5, 7, 8, 9, 10, 11, 13, 14, 21
O. Jaguar 2, 5, 7, 8, 9, 14, 15, 18, 20, 21, 22, 23
P. Surf’s Up 2, 5, 6, 7, 8, 14, 15, 17
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VISUAL LITERACY - Ideas to Consider
[Remember - the eyes notice and follow certain things in a picture.]
1. GAZE - can indicate communication between a character and the viewer (demand)
- no communication with viewer (information)
- can show relationships, attitudes, emotions within text
2. PROPORTION/SCALE/SIZE - can create the illusion of depth - 2D
- can create relationships of strength/weakness
- can create a sense of vastness etc.
- are useful in factual/scientific type diagrams
3. THEME/GIVEN POSITION - is usually on the left
- the given is what is known already/ the new is new information, the message
4. COLOUR SATURATION - the more grey = less saturation
- no/little grey = highly saturated
- can manipulate emotions, attitudes etc.
- can indicate the past/future
5. COLOUR HUE
- red, orange, yellow = warm colours
- blue and associated colours = cool
- sepia = the past or age
- creates moods e.g. red = passion, danger
- black = evil
- white = purity
- yellow = cheerful
6. LIGHT AND SHADE
- light sources can affect how something is represented
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7. TONE
- ranges from lighter to darker
8. CAMERA SHOTS
- used for a variety of purposes
- Close-up - shows detail (engagement)
- Mid - further back, will show in relation to someone else
- Long distance - show entire scene
9. ANGLES
- frontal = involvement
- side on = detachment
- verticals/low angles (looking up) = power, dominance
- verticals/high angles (looking down) = weakness, submission
- i.e. they show attitude
- horizontal shots tend to give balance
10. VECTOR
- a line between the do-er and the done-to
- when complemented by facial expression creates attitude, mood, emotion etc.
11. REPRESENTING SOMETHING BY CLASSIFYING INTO DIFFERENT TYPES
i.e. different type of one product/thing
- e.g. a range of microphones, mouses
- set of subordinates
- super-ordinate + subordinates
12. SYMBOLS
- used to represent an idea, concept etc e.g. the statue of Liberty, a Cross
13. FOREGROUND/ MIDDLE GROUND/ BACKGROUND
- used to indicate relationships

619

14. CENTRALITY
- the central figure, object, main idea etc
- focuses attention
15. SALIENT
- the most important figure, object etc
- focuses attention
16. CROPPING
- the picture is shortened/made smaller
17. LINE
- horizontals and verticals can suggest stability
- diagonals, dots, broken lines can suggest motion
- cross-hatching can suggest solidity, calm
18. BLUR
- can imply motion
19. MIST
- can imply memory, gives prominence to a figure, idea
20. MOTION
- normally left-right
- slowly or still motion can be created amidst intense activity
21. TIME
- is indicated by left - right progression
22. SHAPES/CONTOURS
- squarish shapes can suggest rigidity, harshness
- curves suggest flow, softness
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23. PERSPECTIVE
- isometric
- this provides a sense of depth - can be frontal, side-on, looking from above etc.
- point of view
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Appendix Q Effect upon students’ writing Yr 5/6

Assessment criteria : a critical response (visual
literacy)

Name

1. The text describes
and responds.
2. The theme is consistent.
3. Text structure

43210

Context

context, synopsis, description,
opinion/judgement

Synopsis
Description
Opinion/Judgement
4. Uses technical language to
analyse the picture to examine
how it: sets up relationships,
makes meaning, is created as a
text.
5. Uses technical language to
work out the message of the
author/illustrator.
6. Descriptive language

Uses

noun groups/adjectives, similes,
metaphors and adverbial phrases
to modify technical lang.
7. Makes connections between the
meaning of the visual and the
written texts. * Meaning level
* Grammatical level

210

8. Critically analyses the text i.e.
relates message to own context,
appreciation/opinion/judg’t.
210
9. Intertextuality * intratext
* intertext
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10. Language to respond:
complex, compound, simple
sentences

210

11. The language of appraisal:
affect, judgement, valuation,
modality and amplification

Other Comments
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Impact upon Written Responses
b. How will the use of the framework language affect the students’
written responses to texts containing visuals?

Assessment criteria : a critical response (visual
literacy)

Name Adrian The Whales’ Song

1. The text describes

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

4

context

context, synopsis, description,

Great context telling about different points of view.

opinion/judgement

Located in time and place using adverbials.
synopsis
Tells purpose - that whales are good and shouldn’t be killed.
description
Good main message. Very descriptive and analytical
opinion/judgement
Just added on

4. Uses technical language to

y Adverbials - referred to Lilly sitting on the end of the wharf

analyse the picture to examine

Actions - is sitting, is leaning, pointing etc

how it: sets up relationships,

Attitudinal angle - Frederick is leaning towards her pointing

makes meaning, is created as a
text.

towards home - demanding her to go back to the house.
Thinking verbs/modal adjective - Frederick isn’t happy
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because .... She is confused because...
Lines are curved, vertical and horizontal

soft

some shapes - straight and solid
The colours are dark and the sun setting brightens it up.
blending in with the black and white
gaze Lilly staring at us
body language with innocent eyes and her expression tells us
she is serious.
framing
salient Her face stands out and dominates the picture
background - with stars twinkling in the background
Centrality The most salient thing is Uncle Frederick because
he is in the middle of the picture and the sun setting is also
salient because the sun helps you see them.
double spread
shape - Her eyes are oval shaped...
5. Uses technical language to

y gaze - between Lilly and her uncle which is pointing towards

work out the message of the

home, so it extends

author/illustrator.

gaze - Her gaze is straight at us and she wants us to notice
her and believe her.
The framing is natural because the water and the sky go right
to the end

6. Descriptive language

Uses

y Lines are curved, vertical and horizontal

noun groups/adjectives, similes,

colours - dark

metaphors and adverbial phrases

The most salient thing in the picture

to modify technical lang.

shapes - fluffy, fluent

........with innocent eyes and her expression tells us she is
serious.
the most salient thing

7. Makes connections between the

y meaning level yes

meaning of the visual and the

This happens twice

written texts. *Meaning level

It is trying to tell us, “believe me it is true”.

*Grammatical level

210

8. Critically analyses the text i.e.

y Opinion pretty skimpy probably because this is the last stage

relates message to own context,

and they have put so much thought into the actual analysis.

appreciation/opinion/judg’t.
210
9. Intertextuality *intratext

y

*intertext
10. Language to respond:

complex

complex, compound, simple
sentences

210
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11. The language of appraisal:

attitudinal lexis - dominating, demanding

affect, judgement, valuation,

modal adjective - innocent eyes

modality and amplification

modal adv “most salient thing in the picture”

Other Comments

Based on the above evidence I see that this is a successful
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analysis of the text using the visual terminology. This added
so much more to the message and diverse opinions put
forward in the book. It was a way of analysing the main
messages in more detail and from the varied options used to
construct these messages. Again the Opinion is thin and
needs working on. Maybe it should be more integrated within
the text itself.

Assessment criteria : a critical response (visual
literacy)

Name Adrian

1. The text describes

Window

y

and responds.
2. The theme is consistent.
3. Text structure

y
43210

4 context

context, synopsis, description,

A little more descriptive as to how the book was constructed

opinion/judgement

- collage - reproduced into coloured photographs
synopsis
Much more explicit as to the content and schema of the book
description
Very descriptive using terminology of the framework
effectively
opinion/judgement
He personalises the book as a reason for it being good.
“every picture is different and it gets you thinking about his
life and how his yard changes.”

4. Uses technical language to

y collage

analyse the picture to examine

reproduced

how it: sets up relationships,

coloured photographs

makes meaning, is created as a
text.

colour - full of green

as the book goes the colours are

different
double pages
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position
5. Uses technical language to

y The colours ....have a lot of green...........but as the book goes

work out the message of the

the colours are different.

author/illustrator.

the position.....bottom left hand corner so you notice them
first
size - notices the larger things first....mother holding the child

6. Descriptive language

Uses

y 14 double pages

noun groups/adjectives, similes,

The position of the important things

metaphors and adverbial phrases

the colours are different

to modify technical lang.
7. Makes connections between the

NA

meaning of the visual and the
written texts. *Meaning level
*Grammatical level

210

8. Critically analyses the text i.e.

Relates message to his own thinking: “gets you thinking

relates message to own context

about his life and how his yard changes.”

appreciation/opinion/judg’t.
210
9. Intertextuality *intratext

Intra

*intertext
10. Language to respond:

The reader notices the larger things first such as on the first

complex, compound, simple

page where the mother is holding the child.

sentences

They are the same until the last page when they move house.

210

11. The language of appraisal:

start to build

affect, judgement, valuation,

until the last page

modality and amplification

reproduced into fully coloured photographs

Other Comments

You can see the development in using visual terms. However
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he is more conversant with analysing pictures using a
language for viewing in the final response. His control over
sentence structure helps enormously - also his use of modal
verbs and adverbs.

Assessment criteria : a critical response (visual
literacy)

Name Adrian Flood Picture

1. The text describes

y

and responds.
2. The theme is consistent.

y

3. Text structure

context

43210

An effective introduction setting the story in the context of
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context, synopsis, description,

the newspaper.

opinion/judgement
synopsis
Only cites the flood at Lonsdale’s house and the heavy
machinery.
description
Only technical language without mentioning it is the idea of
looking down. The camera angle. He itemises a few
participants in the picture.
opinion/judgement
He relates the photo to the damage and therefore the message
was given clearly.
4. Uses technical language to

y Only where the photo was taken from.

analyse the picture to examine
how it: sets up relationships,
makes meaning, is created as
a text.
5. Uses technical language to

The idea that the photo was taken looking down so that the

work out the message of the

damage was apparent comes through.

author/illustrator.
6. Descriptive language Uses

Some noun groups to describe the damage - not as elaborate

noun groups/adjectives,

as The Whales’ Song

similes, metaphors and
adverbial phrases to modify
technical lang.
7. Makes connections between

no

the meaning of the visual and
the written texts. *Meaning
level *Grammatical level
210
8. Critically analyses the text

no

i.e. relates message to own
context
oappreciation/opinion/judg’t.
210
9. Intertextuality *intratext

y

*intertext
10. Language to respond:

2

complex, compound, simple
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sentences

210

11. The language of appraisal:

heavy machinery trying to clear the rubble

affect, judgement, valuation,

message across clearly because of what happen in the photo

modality and amplification
Other Comments

This is by no means as elaborate and analytical in all aspects
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as the response to The Whales’ Song

Impact on the students’ written responses Yr 5/6
Each student will be discussed in turn making comparisons between the earlier
Woodlands Floods response and later responses to picture books, before an overall
assessment is made of the benefit or otherwise of the language of the framework for
their written responses.
Katherine
Katherine’s initial response to the Flood picture was fairly short with little in the way of
visual literacy language. It seems that she was not able to say too much about the
picture except “what” was in it. She did explain where the camera was situated and
where it was directed. She also explained how the people in the floods felt.
Her response to Window by Jeannie Baker used a few more terms such as frame and
colour. “The pages are framed on every page by a window frame. The colours are light
and dark. Light is happy and dark is sad.”
So here we see a glimpse of her understanding that the semiotic resources of visual texts
are there for a purpose. Again the piece is short with little content. In her response to
The Whales’ Song, Katherine has made significant advances in her writing skills. She
uses the same stages as the other two responses but has more to offer. In the Context
stage she articulates the story line with obvious understanding. Sentences like, “Lilly is
sitting on her grandmother’s lap when her uncle comes into the room with his hands
behind his back and yelling at them,” seem to show understanding resulting from her
analysis. After reiterating the main message in the “Synopsis”, Katherine goes into
some detail in the “Description” stage. She describes Lilly’s “relationship” with the
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words, “Lilly’s relationship is to the flower so when she drops it there is no harm to the
whales. They can swim with the flower and sing to her.” Other sentences just analyse
the pictures using line, shape and colour but with no mention of the effect of these
visual elements.
Her next response text is her analysis of Where the forest meets the sea. This is some
three pages long, and though disjointed in parts, shows a more advanced analysis.
“The crocodile is introduced on the fourth page on the left hand side.
She makes the crocodile like a ghost because it is clear. Jeannie Baker
didn’t say the crocodile was extinct in the writing but by the crocodile
image you think it’s extinct.
The dinosaur is introduced on the 6th page on the right hand side of the
page. Jeannie Baker gives us a clue in the writing because she says, I
pretend it is a hundred million years ago and dinosaurs are extinct. The
dinosaur is standing on its hind legs. It is camouflaged with the trees but
it is a picture you can see through the ghostly dinosaur image. The
opossum is next to the boat on the 13th page and it is sitting still
watching them” (Student work sample, Katherine).
Katherine was able to deconstruct a “message” from the book based largely on
the writing on the last page. “The message I got was when the boy at the end
said he hoped that the forest would be still there when he came back but
maybe in the future there will be building and people living there.”
Elsewhere she deconstructed the images in the book largely decoding the images to tell what they

represented and what was happening in the pictures. However with the picture of the large hollow fig

tree, she shows how the boy “discovered a big hollow tree” and states that “he wondered if Aborigin
forest children played on the big tree.” She then describes the closeness of the tree and the positions
of the boy and Aboriginal children, as if this leads you to think that the boy discovered the tree and
imagined the aboriginals to be in the tree.
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“I chose this image because he discovered a big hollow tree and
that he wondered if Aboriginal forest children played on the big
tree. On the picture the big hollow tree is close up on the page, and
the boy’s position is in the middle third and the Aboriginal boy are
on the right top and middle page they are climbing on thew vines”
(Student work sample, Katherine).

To summarise what Katherine has done with visual literacy in writing, it remains
apparent that her writing has become more prolific and that she has had “more to say”
in terms of the content and message of the pictures. The terminology, while not used to
any great extent, was nevertheless present, and seemed to assist her in deconstructing
and talking about what was happening in the pictures, and helped her work out the
meanings of the pictures.
Jemima
Jemima made a good descriptive analysis of the Flood pictures as the pre- written
response. While she used little or no technical language initially, she did use descriptive
language describing what was in the picture using noun groups and adjectivals.
With her written response to Window Jemima used some technical language to analyse
the book and when compared with her response to the Flood pictures, her use of these
terms seems to make her analysis more explicit and detailed. This difference is made
even more noticeable in her written response to The Whales’ Song. She made explicit
the main message of the book and offered her opinion about the book’s message. She
made use of the response generic staging describing the context and summarizing the
plot as well as providing opposing points of view. She uses the language pf visual
literacy quite extensively talking about what she noticed first, the white lines on the
whales’ stomachs, and the different coloured spots on their backs. She spoke of the
sheer size of the whales as though the small fish are there to show how big the whales
really are. She talks of their salience and relates this to what was expressed in the verbal
text.
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In the eighth double spread Jemima uses colour to describe the flowers and draws upon
the symbolic meaning of Lilly’s flower. “Lilly and her flower have a relationship to
each other because it represents that Lilly believes in her dreams.” She shows a degree
of insight and gives her own opinion in the response. She states that if Lilly was on the
shore the whales would be beached but she is on the jetty. Jemima concluded that the
jetty is in the right place for giving the whales a gift.
In “Where the forest meets the sea”, Jemima shows further advancement in her ability
to deconstruct a picture using the terms we gave her. She used the terms to show what is
happening in the picture, and construct its message.
She tells what she notices first and moves onto the main message – “The main message
I got was to keep the rainforest clean and not to destroy it. And never change it because
it is the only place where the forest meets the sea.” She seems very good at giving the
position of the different things in the picture. “In the vertical left third the boy is looking
inside the tree.” What is significant is that she states that “on the left hand side it is in
the present and on the right hand side it is in the past.” What Jemima has here, is the
beginnings of a basic understanding of the left hand side being the Given information
(the present) and the right hand side representing the New information (the dinosaur
era).
Jemima makes an invaluable comparison between the visual text and the written text by
showing how the ghost crocodile appears on the left hand side of page 4, and stating
that Jeannie Baker didn’t mention in her written text, that the crocodiles and the
kangaroos were extinct, but she remarks, “I think they are, by the ghost image.” She
makes further visual/written connections with the dinosaur on page 6 arguing that the
boy was pretending to live 100 000 years ago giving the viewer a hint about the
existence of the dinosaur. While she did not say that this dinosaur was ‘New’
information she stated that “it is on the right hand side of the page and it is very well
camouflaged and partly looks like a tree.”
Jemima seemed very good at revealing what was happening in the pictures. “Branches
and tree leaves are blending in with each other,” and “On page 11 the trees are so tall
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and vines are so twisted and curled. A ghost like aboriginal man holding a large
boomerang.” She analysed colour on a number of pages showing how images are
constructed through their choice of colour. For instance “Jeannie uses dark colours to
show that the floor of the forest is very dark. At the top of the page she uses light
colours to show the sun coming through the gaps in the tops of the trees.” She uses
direction to help focus on the dinosaur. “The tree trunks are pointing to it.” She also
uses comparison of size to emphasise how small he is compared to the size of the
dinosaur and the trees.
As a text analyst she was able to empathise with the author and provide a practical
personal response to the message. “I understand why Jeannie thought that the forest
wouldn’t be there when the boy comes back because every forest like that has gone. I
think that the people should keep this forest in its natural state.”
To summarize what Jemima has told us it appears that the terms we taught the class did
embellish her written responses and provide her with a starting point from which to
critically view the text. She spoke of colour and its effects. She spoke of left hand side
and right hand side and what was happening in these positions, and so on. Jemima’s use
of the written text as a reference point helped her construct the message of the book.
The teacher’s extensive use of questioning provided the necessary scaffolding. This
guided her visual analysis and seemed to give her more confidence in applying the
language she knew.
Adrian
In his response to the Flood pictures, Adrian used the response generic stages and
mentioned that the photo was taken looking down the driveway. While this response
was well written and used descriptive sentences, it’s content and level of analysis was at
a much simpler level compared with his analysis of The Whales’ Song.
With his analysis of Window by Jeannie Baker, Adrian was a little more descriptive
using the language from the framework quite effectively – terms like collage,
reproduced, coloured, colours, double pages and position. He argues that the viewer
notices the bottom left hand corner first as well as the larger things such as the mother
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holding the baby. While he didn’t us the terms Given and Theme the concept seemed to
be present in his written analysis. “The position of the important things are mainly in
the bottom left hand corner so that you notice them first.”
When compared to the previous responses, Adrian’s critical response to The Whales’
Song was exceptional. He used language from the framework to analyse the pictures in
terms of interpersonal relationships, how meaning was created, and textual meaning. He
mentioned the actions of participants, and the demanding approach of Uncle Frederick
leaning towards Lilly while pointing towards home. He identifies lines as curved,
vertical and horizontal, and describes shape as well as colour. “The colours are dark and
the sun setting brightens it up, blending in with the black and white.”
Many of the terms he uses to his advantage such as salient. “The most salient thing is
Uncle Frederick because he is in the middle of the picture and the sun setting is also
salient because the sun helps you see them.” “Her gaze is straight at us and she wants
us to notice her and believe her.”
While the opinion section of his response is rather skimpy, his descriptive analysis uses
adjectives to embellish line, shape, colour and gaze. Adrian makes good use of the
attitudinal lexis as he makes judgements and appraisals of the visual texts. Overall,
Adrians written response was very successful in its use of the visual literacy terms.
These terms seemed to add so much more to the message he was trying to construct.
They seemed to provide a way of analysing the main messages in more detail than
before, and provided a variety of options from which to choose when analysing the
picture for its message and the opinions being put forward.
It must be pointed out that this was done as a group effort, which seems to emphasise
the benefits of collaborative learning. The students also had the benefit of Nina’s
scaffold of questions and suggested terminology. However, during most lessons Adrian
seemed to be confident and was not easily swayed by others in the group, while his
ideas were often used by the group. The following text shows his written critical
response to The Whales’ Song.
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The Whales’ Song Dyan Sheldon Gary Blythe
Context
We know that Lilly loves listening to her grandmother’s stories. And that
her grandmother knows a lot about whales. But Lilly’s Uncle doesn’t like
her stories. The theme is Lilly and her grandmother like talking about
whales and how god they are but Lilly’s Uncle disagrees about what Lilly’s
grandmother is telling her. The topic is Lilly wants to hear the whales call
her name.
I think the time is the present and the location is the west coast of
Australia. This is because the sun sets on that side and those type of shells
are in the west coast.
The author’s and illustrator’s purpose is to say that whales are good and shouldn’t
be killed. The text was published in 19909 by Hutchinson’s Children’s Books and
published again in 1993 by Red Fox in London.
Synopsis
The main message of the text is whales are meant to be in the ocean and
not killed. Also what Lilly and her grandmother believe in. Lilly’s opinion
is pout forward because she likes whales and wants to know about them.
Description
The double spread page I chose was page 9. It has Lilly and her Uncle
Frederick in the picture. Lilly is sitting on the end of the wharf and Uncle
Frederick is leaning towards her pointing towards home – demanding her
to go back to the house. Uncle Frederick isn’t happy with Lilly because she
is out of the house at bedtime. It is natural that the sun is setting and the
sun is shining on the water.
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I think Lilly shouldn’t be on the old jetty by herself because it could
collapse. She is confused because her grandmother says that whales are
good but her Uncle says they are bad. The lines are curved, vertical and
horizontal. The shapes are fluffy and fluent and some shapes are straight
and solid.
The colours are dark and the sun setting brightens it up. There is a gaze
between Lilly and her Uncle which is pointing towards home, so it extends.
The framing is natural because the water and the sky go right to the end.
The most salient thing in the picture is Uncle Frederick because he is in the
middle and the sun setting is also salient because the sun helps you see
them.
The written message is the same as the visual text. It is trying to tell that
Uncle Frederick is the boss.
The second double page I chose was the last double spread. Lilly is staring
at us and there are stars in the background. The background suits the
picture of Lilly. Lilly is staring at us with innocent eyes and her expression
tells us she is serious. Her face stands out and dominates the picture with
stars twinkling in the background.
The picture makes me think. The lines are curved and soft. Her eyes are
oval shaped and fluent. The colours are dark with blue blending in with the
black and white. Her gaze is straight at us and that she wants us to notice
her and believe her. The sky is framing most of the picture while Lilly is the
most salient thing in the picture. T written ,message is the same as the
written text. It is trying to tell us “believe me it is true.”
Opinion
I think the book is good because it suggests that Uncle Frederick is wrong.
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To summarise Adrian, it seems that for him, the terminology opened up many other
avenues for visual analysis and helped him construct the messages of the pictures and
books that he was studying. The quality of his written responses were superior when he
had more control over a language for viewing visual texts.
The scaffold which Nina provided certainly advantaged Adrian in structuring the
written piece and guiding him in his analyses, suggesting what terms to try and
providing questions which direct the viewer in certain ways. The only thing that could
be commented on about the scaffold, is that the students’ written responses seemed to
be a little disjointed and didn’t flow as a text. This is something that could be worked on
later, however the benefits of guiding the students through their analyses seems to out
way any problems the students may experience in text structure .
Tamsin
In her first response to the Flood picture, Tamsin uses no terminology but describes
what is in the picture fairly well. “This picture is of the house of Lonsdale’s which was
one of the unlucky people which the flood hit and damaged their front lawn. The side of
the house and the driveway is covered in water and rock etc. Her synopsis tells what the
picture is all about.
In her written response to Window Tamsin mentions how colour changes according to
urban development in the book, and talks the significance of putting the mother or boy
on the left hand side because you notice them first. This response shows more depth of
understanding in how visuals are constructed to create particular meanings (e.g. blacks
and greys go with city development).

Response text – Window by Jeannie Baker
Context
Window was published in 1992. The book was made by Jeannie Baker. She
made it as a collage with no writing.
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Synopsis
This book is made up of pictures and a little boy’s life. The environment
changes around him as he gets older. He ages two years each double page. The
clues are giving his age.
Description
The book is presented in double pages and the framing is a window but at the
end of the book it is a different window.
At he beginning of the book Jeannie uses nice greens and browns but as the
book and city develop there are more blacks and greys. St he end it returns to
greens, blues and browns. The backyard changes and the plants and trees are
cut down as the city grows. When he moves to his new house in the country, you
see trees again.
By looking at one of the pages you can see that he and his friends like football.
In the book Window Jeannie has pout the mother on the left bottom corner
because it looks nice and warm and loving. On some pages you notice the
mother or boy first because they are on the left.
Opinion
I think this book Window is a great book. I like the way she made all the
pictures and used no words. I like all the details.
Tamsin’s response to The Whale’s Song is a little more elaborate in language structure but does not
reveal any further development in visual analysis. She only refers to the gaze between Lilly and the

Grandmother to show that she is trying to make Lilly believe her. She also mentions a few colours w
describing the attributes of the grandmother, and mentions the different attributes of people in the

background. Her analysis of Where the forest meets the sea, is detailed about what appears in the vis
images but is very superficial. The only terminology she uses are colour and vertical thirds.
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To summarize Tamsin’s written responses it would seem fair to say that her ability to
write more detailed and longer texts has improved since the introduction of the visual
literacy unit. In fact this comment is collaborated by observations made by Nina when
we were discussing the effect of using the terminology. However Tamsin’s depth of
analysis is only superficial, detailing who and what is present within the visual image,
and using some of the visual terminology to do this. Rarely did she come up with
specific messages or how the character may have been portrayed or positioned.
Occasionally she was able to reiterate the main message of the book.
Denise
In her response to the Flood picture Denise wrote an expressive analysis describing the
context, the content of the picture and the damage that was done. Her description reads
as follows. “The photo was taken looking down the Lonsdale’s driveway. There is an
excavator clearing thew driveway. There is water and mud everywhere and a few trees
nearby and the water has made a raging torrent. Opinion. I think this picture is a good
way of showing how much damage was done to the Lonsdale’s house and how some
people are very lucky that didn’t happen to them.”
It is worth recording both her response to Window as well as to The Whale’s Song to
see the progression in her ability to analyse and respond to visual texts. Her Window
response shows an improved ability to analyse the meaning and the main message of the
book. She shows a sense of understanding at a whole text level as well as how the text
develops progressively through the book.
Response Text – Window by Jeannie Baker
Context
This book was published in 1992 and written by Jeannie Baker. There are no
words and in every picture you are looking out a window and gradually the
boy gets older.
Synopsis
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When I look at this bok it shows me that Jeannie has made a collage. There’s a
mother and a boy who get older and older in each picture.
Description
The pages are presented by looking out the window. Jeannie has used bright
colours at the start of the book and dull at the end of the book.
The boy’s name is Sam and every two pages he gets two years older. Sam likes
soccer and Superman. You can see his soccer friends in his back yard and a
girl across the road. The lady next door gets a few more cats on each page and
at the end she ends up with about fifteen cats.
At the start of the book, it is mostly bush outside the window and then they start
building and make a city. Their backyard is mostly bush until they make a
town. There are lots of birds such as lorikeets and cockatoos.
Jeannie has put the most important things on the left hand side or in the middle
of the pages.
Opinion
I like Window, and especially the page where it has Sam’s name on the
window, because it has lots of detail.
The Whales’ Song Dyan Sheldon Gary Blythe
Context
The Whales’ Song characters include a little girl called Lilly, her grandmother
and her uncle. Lilly’s hair is black and her eyes are dark brown. Lilly’s
Grandmother has grey hair and dark brown eyes like Lilly. Her grandmother is
wearing pearls around her neck and a black cardigan.
Lilly’s uncle also has grey hair and a moustache. When Lilly’s grandmother
tells her about whales her uncle gets angry and yells at Grandma. When he
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yells Lilly gets frightened. The topic of the story is that Lilly’s grandmother is
telling her about the whales and Lilly wants to hear them sing. It doesn’t say
when this book is set in but I think it is a modern book. In 1990 this book was
published by Hutchinsen’s Publications and in 1993 published by Red Fox
Publications
Synopsis
The main message of the book is that you shouldn’t kill whales and that
they are nice creatures. The author’s opinion is put forward and so is
Lilly’s grandmother’s.
Description
I am doing the fifth page from the front. In this page Lilly and her
grandmother are sitting down together looking scared and her uncle is
yelling at her grandmother. Behind her uncle is a table with ornaments on
it and on the cabinet there are candles, photos, cards and flowers. Lilly’s
relationship with her Grandma is very close because her Grandma has her
arm around her, holding her close. In the foreground Lilly’s uncle is
leaning forwards towards Lilly and her Grandma and is yelling. The light
from the window is shining from outside onto Uncle’s face which makes
him more salient. Lilly’s uncle feels angry about whales and when he yells,
Lilly and Grandma feel scared.
There are vertical and horizontal lines on the window. There is a diagonal
showing Lilly’s uncle leaning towards Lilly and Grandma. The window is a
rectangle standing up and the table behind Lilly’s uncle is round and made
of wood.
The colour of the walls have a glow because of the light from the window.
The expression on Lilly’s and her Grandma’s face are salient because
they’re frightened because Lilly’s uncle is yelling at her Grandma.
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The written text is practically the same because it says Uncle Frederick
storms into the room and he does in the picture.
In the second picture I chose, which is the last page, the girl is staring at
the whale in the water with her eyes wide open. Her hair is being blown by
the wind and she has her pyjamas on. The stars behind her are bright and
they sort of glow. Lilly’s relationship with the whales is good because it
looks like Lilly is very interested in the whales by the way she is staring at
them and the sky is a very good background for the picture because Lilly’s
hair and her pyjamas blend in with the sky. Lilly is looking straight
towards the reader. Lilly’s eyes are salient because they show where she is
looking. The written text is not the same as the picture but it does show
Lilly’s nightie and her hair blowing in the breeze.
Opinion
I think this book is well written and the pictures are good. In the eighth
double spread the sunset is very cleverly constructed.
Denise has excelled herself in the last response recreating the meaning of the visual
texts as well as the written texts. She uses the language of the framework to do this
using such visual resources as diagonal lines, leaning forwards, background, foreground
light and salience, colour and looking straight (gaze). Not only does she analyse, she
also interprets the meaning of the pictures using these visual resources. For instance the
Uncle’s “leaning forward” (or attitudinal angle) is tied up in what she says about his
negative approach to Lilly and Grandma.
Admittedly the teacher’s scaffold of questions was very helpful in guiding Denise in her
viewing and written response. However, the mere fact that she had a language for
viewing and talking about the book, seemed to add more depth of understanding to her
analysis of the book.
Denise’s effort in responding to Where the Forest Meets the Sea is quite good but not as
systematic and as in-depth as The Whales’ Song. She only superficially recounts what is
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happening in the pictures and what is represented there, referring only to colour and
horizontal thirds.
Mal
Mal showed considerable development from his first attempt at analysing the Flood
picture to his response to Window. His analysis was at a fairly superficial level using
just some of the terminology and finding it difficult to connect it with any coherent
meaning. This was probably because of his literacy problems in connection with his
non-English speaking background. However with his analysis of The Whales’ Song the
improvement was considerable showing more terms used and a more meaningful
analysis. His written response to The Whales’ Song is as follows.
The Whales’ Song
By Dyan Sheldon and Gary Blythe
Visual Literacy Response by Mal
Context
We know that Lilly likes being with his grandmother. The book is about
whales, Lilly, her grandmother, and her Uncle Frederick. The setting
is in the present day, on the coast of Australia. I think this because of
the beautiful sand. I think the author’s and illustrator’s purpose is to
tell you not to kill whales, and not to take whales for granted.
The book was published by Hutchinson Children’s Books in 1990. It
was published a second time by Red Fox in 1993. The book was
printed in Hong Kong.
Synopsis
I think the main message is never kill whales, and that whales are
peaceful, wonderful creatures. This opinion was put forward by Uncle
Frederick and Lilly’s grandmother.
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Description
On the eighth double spread Lily is at the end of a jetty dropping a
flower in the ocean for the whales. The ocean and the sky is neutral
and the jetty is man made. I am at the start of the jetty looking out at
the ocean, Lilly, the flowers, the horizon, and the clouds. The picture
generates a lot of hope. The jetty planks are very old and straight and
the rope is curved to tell people to be careful. The jetty is facing out
towards the ocean, then it turns left. The most salient thing is the jetty
because it is close up.
The written text is the same as the picture because in the text it said:
“She went where no one fished or swam or sailed their boats.” In the
picture no one was there except for Lilly.
On the first double spread there are no people but there are two
whales and lots of little fish. The two whales are very big and the fish
are really small to show the size of the whales. The whales are in the
right place because they are in the sea with the fish. I am in the sea
looking at the side of the whale. The only actions are the fish and the
whales swimming. The feeling I get is that whales are beautiful
creatures.
The line of the whales is curved to show the natural animals. The
whales are blue and white and the fish are orange and yellow. The
whales are going to the right hand side of the page and the fish are
going to the left. The whales are the salient thing because they are
huge.
The written message is the same as the visual text because the whales
are huge and in the text it says that.
Opinion
I think the book is a good story to tell you not to shoot whales.
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What was significant about Mal’s responses whether orally or in writing was his ability
to substantiate his claims with a reason. When he identified any visual resource used in a
picture, he always gave the reason for its existence e.g. “The two whales are very big
and the fish are really small to show the size of the whales.” “The line of the whales is
curved to show the natural animals.” “The whales are the salient thing because they are
huge.” So what Mal has accomplished here, was his ability to use the language of the
framework to express how visual resources were being used in the construction of
meaning by the viewer.

Summary of impact on students’ written responses
1. The benefit of the language of the framework
The impact of the language of the framework seems to have varied with these students in
their written responses. Its influence varied from supporting and scaffolding them in
writing longer and more detailed pieces in their responses, to being able to record a more
in-depth analysis and construction of the meanings and messages implicit in the visual
image. For one student since the introduction of the visual literacy language, her writing
has become more prolific and she has had “more to say” in terms of the content and
message of the pictures. Nina was able to make an overall observation about their
writing explaining that she was “really happy with the products from this series of
lessons … the samples you have are interesting” (Nina’s diary).
The terminology seemed to open up a variety of options for a language for viewing, as
well as a starting point for visual analysis, which they had never experienced before. It
seemed to give them the tools for constructing the messages of the pictures. The quality
of the written responses was superior for most of them after they had gained control over
the language for viewing visual texts. Their analyses were quite extensive, however at
times their written responses were a little disjointed and lacked the flow and cohesion of
the response genre.
There were a couple of students for whom critical viewing only meant a superficial
analysis, but there were those for whom the language of viewing seemed to provide an
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opportunity for a more in-depth and critical analysis leading to a greater understanding
of the meanings and messages possible in visual images.
2. Students who used little of the language of the framework
Regarding instances where students did not use the terminology to any great extent, it
nevertheless seemed to be present, in that it helped others deconstruct and talk about
what was happening in the pictures. Hearing this critical interaction and being a part of
it, probably assisted them in constructing their own ideas.
3. The written text
Where the written text was referred to the students seemed to use it as a starting point
for constructing the meaning and message of the book.
4. Guiding questions to scaffold the students in their analyses
As with other case studies, where the teachers used a scaffold of questions to guide their
analyses, the students seemed to be more confident in their oral and written responses to
the texts. It provided them with not only generic structure and stages, but also suggested
specific terms they could use in their viewing. It also provided them with questions that
served to direct the viewer in certain ways. The Response Guide was responsible for
guiding the students towards achieving higher levels in their written responses within
Stage 3 outcomes. The school Principal related to me how impressed he was with the
work done by Nina’s class. He said that some of the students would not have produced
much writing at all under normal circumstances and that this “has lifted the standard of
their writing enormously” (Field log 11/11).

645

Appendix R Response to The Rabbits - Kathy, Geoff and Nigel
Visual Literacy
Book Review
The Rabbits
Written by John Marsden Illustrated by Shaun Tan
By Kathy …… yr 8

CONTEXT
The Rabbits is a picture book written by John Marsden and illustrated by Shaun Tan. It
was published in 1998.
The story is about the invasion of the white settlers in Australia and how they look over
the Aborigines land, stole their children and changed the way they lived. The white
settlers are played as the rabbits because they were an introduced species, an the
Aborigines are played as Numbat – like creatures because they are native to Australia.
The story take placed in Australia and is set over the last two hundred years (from when
the white settlers arrived to the present day).
SYNOPSIS
The Rabbits is drawn in an abstract style. Every page helps explain part of the story of
what the aborigines went through because of the white settlers. Some of the events that
are shown through out the book are: the arrival of a fleet, the settlers teaching the
Aborigines knowledge, the building, farming and establishment of the white colony,
poisoning the Aborigines, battles between the rabbits and the numbats and the stealing
of the Aboriginal children.
DESCRIPTION
The colour hue and saturation in the book starts off in the beginning with natural, clean,
clear colours, then as the story goes on the colours become more dull and artificial and
there are a lot more browns, blacks and greys. There is also a change in shapes in the
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book as at the beginning the shapes start off curvateous – like landforms, then as the
story goes on they become sharper – like city buildings etc. Both of these changes bring
out how the environment has been remoulded into that of an uglier, colder, more hostile
one.
Some of the repeating symbols that pop up in the book are, the clock, the eight arrow
flag that points to all directions, the arrow and number markings on the figures’ clothing
and around them and of course the rabbits and the numbats themselves.
The gaze of the rabbits is also very cold and hostile, which brings out the “hunter”
nature but that of the numbats have a venerable look on their faces which brings out the
“hunted”. Also the fact that there is no communication with the viewer in the book
means that it is offering information – historical information about how the white
settlers treated the Aborigines.
The angle that it is drawn from is up front and offering too.
Through out the book the proportion of the rabbits and their possessions most definitely
beats that of the numbats to such an extent that the numbats seem almost non-existent
towards the end. It give the feeling that the rabbits are extremely overpowering.
The two main types of characters in this book are the rabbits, who represent the whole
colonists (the doers) and the Numbats, who represent the Aborigines (the done – to).
The rabbits are white, ugly, abstracted and sharp with high, pointy, skinny ears that
symbolise their ranking and importance. The numbats are brown, natural, more realistic,
curvateous and more attractively drawn.
In page one ( the double page) there is a very high colour saturation with the blue sky,
and the red rock next to it is very contrasting and symbolises the red earth that the
Aborigines have lived in for over forty thousand years. The curled up white
drawings/fossils in the cave where the lizards are lying down is a meronym for the
many generations of Aboriginal ancestors who’ve been here for centuries. The theme of
not only time but of the known and the unknown is strongly shown in this picture of the
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lizards lying in the cave on the red rock is the known but the vague sight of the chimney
spitting black puffs of smoke out in the distance is the unknown.
On page two there is a confrontation between the rabbits and the numbats. There is an
equal amount of rabbits and numbats and the leader of each pack has stepped forward to
meet. The three other numbats are sitting back, curiously watching and pointing but the
three other rabbits are blowing trumpets and looking important – shows superiority
already. One of them is on a car – like structure. This travelling devise has left a
strongly outlined trail which creates a road and little birds, insects and lizards are
crossing it leaving ting footprints which now seem insignificant to this harsh black
marking on the land.
In terms of the size of the book it has only taken up to page three of fifteen pages for the
rabbits to have colonised and manipulate. The four rabbits in this picture are trying to
teach the Aborigines their way, as one of them is sitting down holding a mechanical
wheel and showing the Aborigines British knowledge, but he has his back turned on the
Aborigine who is holding a branch trying to tell the rabbit about some of their
knowledge. Another rabbit is putting a lizard in a test tube filled with green liquid –
which means they are starting to test on native animals now. Just about every figure or
object in this picture is numbered which says that the rabbits aren’t looking at the land
for what it is and trying to understand it but rather labelling it into a scientific category.
The right hand side of this page is separated by a rip – like line. It is much darker and
has a moon out (indicates time, after the rabbits have left). Also the tracks that the
rabbits have left are shown – footprints and a harshly lined road, there is also a wheel
left behind which indicates that the rabbits have been there and made their impact and
effect on that place already.
From page four the sign of the rabbits, drawn on their flag is used in every picture up till
page thirteen. It is a sign of eight arrows going in every different direction, which
symbols the settler’s dream back then – to spread colonise and take over as much land
as possible. The repetition of this symbol is important as it helps to explain what is
driving the rabbits into their actions of each page.
648

On page four a giant ship that is drawn in a distorted towering way has arrived at a
shore and all the rabbits dressed in important cloths are coming ashore in lots of smaller
row boats. Off in the distance two numbats are watching from a rock, peering curiously.
There is a huge storm cloud in the sky that symbolises that there is going to be a
“change in the weather”. One of the officers has words written all over his coat and a
golden arrow at the top of his hat pointing in the direction that he’s walking. One of the
other officers is holding a gun with a sly look on his face.
Another thing that has become a repetition from this page onwards is a clock –
symbolising time and how they brought it with them.
In page five the rabbits are building identical buildings that are supported by old
fashioned table legs and are made with puzzle pieces. In front of these buildings stand
two rabbits who are holding an identical painting, perfectly ;lined up with that of reality.
This suggests that they are trying to put the puzzles of this picture into a real life version
and create some sort of an ideal dream – a mission that is impossible. At the bottom of
the picture is a rat ( an introduced animal, just like the rabbit) that is eating a lizard.
Another lizard has been run over, these are ,meronyms for the carelessness and
destruction of the Australian wildlife. The two rabbits who are moving the picture have
wheels as feet and are labelled “1 and 2” as if they can just be pushed around like
objects, extended to the picture.
The cattle and sheep on page six are leaving thick muddy trails along the paddock as if
scarring the earth and the cows have to drag along a milking device with a clock
attached to it which is a meronym for how the animals can not live a natural life to their
own body clock but must be fed and produce milk to a set time frame. The paddocks
stretch to the horizon and there is smoke clouds on the horizon which indicates the
expansive destruction that the invaders have caused already. There is also a separate
frame in the picture and within it a dried up billabong with dead fish, that has cattle
hoof marks all around it, symbolising the impact that cattle had on the natural
environment. Within that frame there is another of where a rabbit is giving a numbat a
bottle and there is an empty one lying near by with numbat tails up in the air next to it.
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This brings up the fact of how the white people poisoned the Aborigines and/or gave
them food that they weren’t used to and made them sick.
On page seven the rabbits are drawing a map onto the land and are literally dissecting
pieces of mountain out to make way for pipes and electricity lines. They are working by
night and the rabbits, both human - made things and natural landforms are labelled
again as numbers to show just how systematic and scientifically they’re working. The
main colour on this page is an emerald green which gives it a mysterious, yet powerful
effect.
The same sort of devastation that the rabbits have caused up to page eight gets worse
and as it goes on, including: more destruction of the land, murder if not slavery and the
stealing of a generation of children from their parents.
Then finally on page twelve there is a huge, ugly, grey, city that is cold, clustered and
crowded. The tens of rabbits that live in the city now all have wheels on their feet as if
they can all be pushed around and it also indicates that with such a large population,
seeing the rabbits scatter around about their own business, the individual can sometimes
seem unimportant.
There is also a giant machine like, rabbit figure that has four large pipes sucking in blue
sky and cloud, leaving only the dull, grey shade against the outline of the city. This is a
meronym for how they are sucking out all the goodness from the sky and how polluted
the city is.
Every single building has a giant clock on its face to show hoe everything and
everybody is now all working within a strict time limit and not by their natural sense of
time or surrounding.
There are hundreds of rabbits with pipes coming out of the giant rabbit – like structure
along conveyor belts as if they are factory made – this symbolises the cold, hostile
environment that the rabbits have created for their own children and how a child can
sometimes be thought of as a statistic, rather than an individual. On this structure is a
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motto: “Might = Right”, this is a very western theme and explains what the rabbits
believe.
Some of the rabbits have masks over their faces to express how in a modern, western
culture one tries to bring up a fake identity in order to hide their true one and how they
feel towards others.
Also on the steps of the rabbit machine structure there is a numbat, hunched over next to
an alcohol bottle, in front of it is one of the flying cradles that the rabbits stole the
numbat children in. This suggests that he/she was part of the stolen generation and is
now trying to drown its sorrows, caused by the rabbits by alcohol. That instead of living
a life full of freedom, happiness and culture with its parents it is reduced to live a life of
sorrow, drugs and poverty on the city streets.
On page thirteen there is a long repetition of pipes coming over the city wall, each
letting out a long flow of black oil flowing outwards your eye meets with a slouched
over numbat with its head against the ground.
The dominant colours in this picture are brown and grey – this is appropriate for the
mood and message of the picture.
On page fourteen the whole page is black except for some twenty white birds flying up
into the darkness and two small squares, one with a picture of a rabbit dropping seeds
onto the earth. This is a sign of the white settlers’ regret. The other box has a numbat
looking up with a sad and lost expression, this is caused by the rabbits.
The very last page, page fifteen is different to all the others, not just in the way it’s
drawn but the meaning of it two. There are two figures by the pond looking into the
pond which is reflecting some of the many thousands of stars in the night sky, as that is
all that is left – they are surrounded by an endless plain of rubbish. One of the figures is
a numbat and the other is a rabbit.
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In this picture, instead of the rabbit overpowering the numbat, they are both slouched by
the pond and appear equal. They both look depressed – the rabbit as if regretting and the
numbat as if its been through a lot. As they are both on opposite sides, peering into eth
same pond there is a strong suggestion for reconciliation in this picture.
JUDGEMENT
I think that this book is very successful, it achieves many things and expresses so many
meanings.
It is aimed and entertaining for both children and adults. As the dialogue is simple and
the pictures are a feast for the eyes. Yet there is still an endless amount of symbolism
and meaning for the adults and teenagers who are encouraged to look at the pictures and
study them because the text is simple yet relative.
It uses elements such as gaze, colour, proportion, themes, symbols, shapes and contours
to bring out the messages that the author/artist is trying to convey, and the views that he
is trying to let the audience see.
I think it is very clever how Shaun Tan has used the rabbits to represent the white
settlers not only because they are an introduced species but also because they were a
plague that brought death and destruction where ever they went, just by their presence –
and this is exactly what the white settlers did to the Aborigines.
Not only do the pictures tell a historical story but they also show viewer the feel of what
it would have been like to be there right at that time. To see how the Aborigines had no
chance against the settlers who only fought for their own personal greed and glory.
There is so much detail in just one page that I could always find a new, symbolic thing
in the background and make a meaning of it.
Despite all the destruction and hatred there is finally the reconciliation suggested at the
end, but at what price?
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I think what the artist wants the viewer to think is that there is barely enough in the
picture left to reconcile except one rabbit and one numbat starring into a pond,
surrounded by an endless plan of rubbish, that the damage has already been done and
only the rabbits themselves can make up for what they have done.

THE RABBITS PGS 13-14

Nigel V Geoff

SYNOPSIS These pages show the rabbits expanding there city’s resources through the
land and cross the country.
DESCRIPTION In this picture (pgs 13-14) the Rabbits are developing and manipulating
the land to suit there needs, they are putting in water pipes to carry water to and from
there giant cities. The text says (The Rabbits spread across the country. No mountain
could stop them; no desert; no river.). This is then displayed in the pictures buy the
rabbits building and setting up huge water pipes, in long lines going straight through
mountains or cutting parts out of them.
The table at which a group of a Rabbits are working at is the most salient object out of
this picture. The warmer colour hue (just like pgs 9-10) colours like the bright yellow
make it stand out from the cooler colour hue in the background.
Above the table is the Rabbit’s flag, this is similar to the English flag as it points out in
8 different directions, also the flag pole has a clock at the top to show the Rabbits tight
and scheduled life. It’s also important because the arrows are pointing out to the edges
of the flag, just like how the rabbits move and spread across the native land. The map or
plan that is on the table for the pipes is based on this design also. There two rabbits at
the table who are toasting each other over there victory over the land.
JUDGEMENT We didn’t like this page as much as the other because is was pretty dull.
We liked the way that the author made things similar to each other e.g. the flag being
the same as the pipes
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THE RABBITS - PG 9-10
CONTEXT The Rabbits is written by John Marsden and illustrated by Shaun Tan 1998
SYNOPSIS The rabbits are building there own houses and they are very contrast with
the natural land. The Rabbits are moving in and are slowly but progressively taking over
the natural environment.
DESCRIPTION In this spread (pgs 9-10) the Rabbits are slowly piecing together there
intricate society shown by the puzzle pieces in making up the buildings which are the
start of the Rabbits’ colonisation of the native homeland of the numbats. Also these
buildings are giving off black smoke which is rising up towards and polluting the
numbats home.
The framed picture is the most salient object on these pages. The warmer colour hue
created by the oranges and reds makes this stand out from the cooler colours in the
background. Also in the salient object it shows how the rabbits think of themselves but
as you can see the outside of the frame shows that they’re dirty and destructive. The
rabbits in black are presenting this as a sign of things to come and showing the power of
the rabbit empire.
There are many Rabbits in the background setting up many different things, such as the
rabbit in brown painting the black dotted line on the ground for the city perimeter. Also
a rabbit is setting more power lines to carry power the expanding civilisation.
JUDGEMNENT We felt this page is very significant in the piecing together of the
book. It shows the early stages of the development of their colony and helps us to
understand the structure in which the Rabbits build the city’s.
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Appendix S The dimensions of language and viewing; Window
worksheets

A dimensional representation of how a language
for viewing assists critical analysis of visual images
Superficial analysis

Solitary use of
visual language

Lack of description
Lack of detail
Some students with
limited writing ability
Text decoder only

Little understanding of visual
Little language for viewing

Solitary viewer
Limited understanding

Responses show more
connection with
critical understanding

Interdependency of
use of language

Improved written responses
More structure and depth
of meaning and response

More text analyst
Alternative viewpoint

More understanding of
meaning, message
and viewer positioning

Group work facilitates guidance
in choice of terms, testing of
ideas and the opportunity to be
provocative
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Worksheets used and designed by Head Teacher and Anne for
viewing Window.
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Appendix T Successful strategies/approaches from the data
Visual Literacy Activities Woodlands 5/8 Project
1. Shared Book: Show book cover - discuss the title, what do the students already
know?, locate publication date, predict, what kind of text is this etc * Find out all you
can about the author/illustrator at the start.
Share the book noting and discussing what information can be gleaned from the images,
themes and messages an reactions to these messages.
2. Find out all you can about the author/illustrator at the start.
3. Introduce text, read through, give background to Author’s work, discuss setting, ask
questions about cover e.g. What colours are warm colours? From the cover what do we
know about the characters, content and theme of this book? Talk about main features of
key pages mention appropriate terms such as colour, size, foreground background, gaze
etc, split the class into groups to work on an A3 sized copy of varying pages and
discuss and write about the pictures using suggested points.
4. Response sentences/paragraphs matching to selection of pictures from book,
magazine or newspaper. This may be a good way of modelling the kind of response
language we are looking for in Visual and Critical Literacy.
5. Scaffolds with subheadings, questions and suggestions for using the language of
visual literacy to understand the message of the visual image and respond to it (See
scaffolds developed by Nina, Winston and Anne).
6. Groups - question and answer sheet on The Story of Rosy Dock. Share and discuss
answers.
7. Recognising grammatical features such as similes and noun groups in written and
visual texts.
Noting similarities and differences.
8. Drawing eyelines, gazes or framing onto photostats of pictures. Discuss the message
behind these features.
9. Study series of pictures on one feature e.g. different types of gazes.
10. Photostat written text from picture book and discuss how meaning is created
through grammar - underline grammatical features e.g. verbs, actions, relating verbs,
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nouns, adjectives, adverbs telling where, when, how and why etc. Link up with the
visual text.
Create a scaffold:
Written grammar

Meaning in the corresponding picture

11. Advertisements. Using your knowledge of visual literacy explain how the viewers
are being positioned.
12. Begin with newspaper feature articles on same topic. (Pictures with which the
students are familiar with their contexts.) Explore what students notice first and
gradually bring in the terminology.
13. Create charts or lists of the language if visual literacy for both the visual text and the
written text i.e. Visual grammar and written grammatical terms.
14. Language charts of words to describe elements of visual literacy e.g. adjectives to
describe line, colour, shape, position etc. Create lists of noun groups.
15. Always investigate the relationship between visual and write text. Does the
written/visual text enhance, elaborate, fill in or negate the other text?
16. Media unit. Begin with visit to Newspaper or TV station. Talk to reporters and
photographers about the decisions they make in constructing a picture, story or some
footage. The language they use can be a beginning point for developing your own
language. Then introduce your terminology as you and your students respond critically
to the visuals in the media.
17. Modelling is extremely important. We need to show, analyse and talk about sample
responses, contexts, synopses etc with the students. Teachers need to model writing
responses or part thereof. Discuss the responses modelled and ask whether the students
agree. Ask them to justify their answers. Modelling the language of visual analysis e.g.
The brightly coloured .......... causes the viewer to .................................
18. Scaffold students viewing of pictures by looking at one third at a time and then
looking at the whole.
19. Teacher collects a set of picture resources to model the language of viewing.
20. A Bank of artworks/prints and explore how these paintings are planned or
constructed. Use old paintings, pictures, newspapers or own photographs. List and make
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notes of how these resources are to be studied. What are the messages and how is the
viewer positioned? What ideas, ideologies is the viewer asked to accept. What visual
elements are used to construct this?
21. Visit an Art Gallery, Arrange a guide to speak to the group. With his/her support
examine how the artworks are constructed. Mention language of visual literacy, schools
of art, medium etc.
22. Lots of group work - students support and model for each other.
23. Designing a book - story line, message, story board, values, layout. Begin writing,
sketching on storyboard straight away. Discuss and share ideas and options. Only when
students have studied a few picture books in detail would this be successful.
24. Construct sentences responding to pages in the book and in groups match. Groups
justify their matching.
25. Share a response from another class e.g. the context and discuss what could be done
to improve it. Students then revise their meaning, sentences and terminology to
improve theirs.
26. Talking and discussing the visual elements and how they construct meaning.
Discuss the values and ideas behind the pictures. What beliefs/positionings are
regarded as normal? As natural? How is the viewer positioned? Ho wis this done in the
picture or in the writing?
27. Teach written grammar using pictures. What actions (verbs) do you see? Who did
them? (nouns) Where? When? Why? How? (Adverbs, adverbial phrases and clauses).
What attitudes do you pick up? (Modal verbs, adverbs) What messages or values are
constructed here? What is shown to be normal or natural here?
Grammar from pictures

Meaning

Nouns Who/what does what?

Messages? Values? What is taken to be
normal or natural here?

Actions - verbs
Where? When? Why? How? Who, what
with?

28. Look at the picture, close your eyes and ask, “What comes to you mind’s eye first?
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Why?”
29. For the opinion/Judgement part of the response ask, “Did the artist use colour
effectively?” or “Did the illustrator portray the characters successfully?” “How?” “What
do you think of the message or viewpoint put forward by the writer or illustrator?”
“Why?”
30. Jointly or independently write the Context and the Synopsis.
31. Writing a response one stage at a time with hints, and questions on the board for
guidance. Lots of sharing and finetuning one stage at a time. Need to model what a
response looks like, even if the teacher models writing each particular section in turn.
32. Jointly construct a response with the students on a picture, or picture book. Provide
response subheadings and scaffold questions. Brainstorm ideas under these headings
using these questions. Questions are based on the language of visual literacy and the
author/illustrator’s message.
Sample questions: What do you notice first and why? Where is the picture taken from?
Where are the people looking? What is in the background/ foreground? What are the
characters doing? Why? What is the message being put forward?
How are the pages framed?
What clues are given about the grandmother, the Uncle, the whales?
Share question sheets.
Question sheet using questions from video “Visual Literacy”
33. In small groups discuss pictures on topic e.g. The floods. Suggest elements to
explore and vocab to use. Write about the context, synopsis, description and give an
opinion. Share with class and discuss.
34. Comparative drawings - draw a picture similar to the one in the book but applied to
you own context. Write an explanation about how and why you Bryce the drawing that
way.
35. What do you notice first? Close your eyes and see what image remains in your
mind’s eye.
36. Show pictures only. Students write about what the story is about - maybe just the
theme, synopsis. Share. Teacher rereads showing the pictures as well. Students amend
their synopses and share amendments.
37. Choose two pages and describe the position the reader/viewer is being invited to
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accept. How do you know this. Include aspects such as position, colour saturation, line,
38. Expectations of Students Stage 3
Do we expect students to write about every page in the book?
Best to choose a set of critical literacy questions from the plan.
Identify the pages the children should refer to.
Introduce the new grammatical point.
Guide the students through the subheadings (stages of a response) and the questions
related to them.
Response guide:
e.g. The Whales’ Song
Context Front cover
Back cover feelings, colours, position, lines
Synopsis Read the text
Description message, words with power, verbs, noun groups, emotions, symbols, salient
features, gaze
Linking visual and written text
Opinion
Do you agree with any of the reviewers on the back cover?
39. It is often necessary to reread the text or review what is required in writing the
section of the response to be targeted.
40. Guided Reading approaches

Big Books

41. Take each part of the framework separately
42. Know the text in depth - prepare the aspects you want to teach from it. Lead the
students into discovering an aspect over several pages.
43. Allow other students to make their own discoveries.
44. Record what the students discover on a chart, sheet or overhead.
45. Always have the children match their points with their reasons. Allow them to
create the links between the terminology of visual literacy and the messages. This
aspects of the response text should be modelled by the teacher. Sharing of written
sections of a response is crucial.
46. To keep interest high, make the lessons move quite rapidly and include time for
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children to write at least one section of the response.
47. Choose language which is suitable to the Stage of the students’ interest.
48. Link language to newspaper photos. Compare Australian or Herald view of a subject
to the way the Mercury portrays it. What underlying beliefs and ideas are taken as
natural?
Future:
1. Time to share work from students across all classes to make judgements regarding
expectations.
2. Problems of writing ideas but not so much with talking about it.
3. Not so much time on Window or similar book. Begin with Picture collection to model
language of visual literacy.
4. Need to develop critical literacy.
5. Need to work within the K-6 outcomes and indicators. Also the Stage 4 statement in
the Syllabus.

Pedagogy
* Functional view of Language
* Critical Literacy/Critical thinking
* Curriculum Cycle
i.e. Modelling/Building up the Field
Deconstruction
Joint Construction
Independent construction
See model
* Good models of critical responses and the visual literacy terms is needed for the
classroom. The kinds of sentences for critically responding using the language of visual
literacy is needed constantly.
Writing sections of the response might need to be modelled at one time e.g. Description
* Guided Reading and Viewing with critical literacy questions.
* Students guided with the support of the response scaffold complete with subheadings
and the visual or grammatical terms to use and the critical literacy and visual literacy
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questions.
* Choice of books is important. For instance The Rabbits would generally be too
ambitious for Stage 3 students.
* Preparation and knowing the book or text yourself is crucial.
* Best to have a curriculum and social context for your teaching of visual literacy. That
is a unit of work which is more meaningful using visual and critical literacy.
* Critical literacy involves not only analysing and understanding the values and beliefs
of the author/illustrator, but also their message and the ideas and position which they
want you to accept as the norm or as natural. It can mean being aware of stereotypes
and how people, including the reader, are being positioned in some way. It also involves
understanding one’s own values and beliefs and being aware of why we respond in a
certain way. It may involve understanding and applying what we read in terms of our
own context and situation. Finally it may involve us responding in some way to the
values and messages, by agreeing, disagreeing or acting in some way. It helps students
come to terms with multiple discourses in texts.
* We have found that students need a text to be broken down into parts whether this
means a page at a time or separating it into thirds.
* The vocabulary of visual literacy:
It needs to be planned. A few teachers working together may need to compare
terminology and come up with a common list allowing for their own vocabulary to meet
the needs of their own classroom settings.
* We need to ensure that our work in visual literacy continues to stimulate students.
Choose texts that interest them. Introduce just enough terminology at one time. Have a
purpose for analysing and responding to the text with a visual. Integrate it with a unit
already planned so that it helps achieve the outcomes and purposes of the curriculum.
Try integrating it into a literature unit, author study, drama, advertising, media study,
film, HSIE, History, Geography, poetry - the sky is the limit. These units would
provide opportunities for students to learn other kinds of text types such as exposition,
argument, debating (the worth of a painting) and review.
* Remember students can also be good models for others and they often notice things in
visual literacy that we do not notice.
* The vocabulary we develop with the students empowers them to talk about, and write
about the images they see. The vocabulary of the framework is useful to begin working
666

on a unit which involves visual literacy. Intuitive vocabulary which maybe right at the
time, can also be useful, and once trialled can be a significant addition or change to the
vocabulary of the framework.
Language of the Framework

Additional Intuitive Language suggested by
the circumstances
e.g. intrusion
trajectory
viewpoint/perspective
thirds
important/salient
What you notice first
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Appendix U How visual and written texts connect
grammatically
How visual and written texts connect grammatically
People ideate, or create ideas, tell what happened, when and where it happened and who
was there and what they said etc. They set up, develop and maintain interpersonal
relationships and use certain linguistic resources in the process, such as the mood
system, clause structure and the language of emotion, feeling, judgement and appraisal.
Textual meaning and structure is created through the kinds of clauses, cohesive devices
and thematic progressions used.
Many of these grammatical resources can be matched with, or related to, the
grammatical resources used to create visual texts. For instance in the Interpersonal
Metafunction, the kind of voice used within the written text such as first person being
emphasised by demands made in the Mood system, can be matched with a direct Gaze
from the character in the visual text who may be demanding goods and services from
the viewer, or a written text which indicates an impersonal voice, may be matched with
a distant social distance shot in the visual text, or a side on view of the subject showing
that the person is not trying to relate to the viewer in any way, but is offered as
information to the viewer.
Colour hue, warm or cool colours, may work on the emotions of the viewer and could
be linked with what is happening within the written text. The language of emotion may
be expressed through the attitudinal lexis. Likewise colour saturation could entice the
viewer to excitement, and the modal verbs and modal adjuncts could equally work on
the emotional response of reader. It must be stressed that there may be no match
between the visual and the written texts, so that form of text may negate the meaning
and intent of the other, elaborate on the other, or extend the other.
There may be a match with Hallidayan clause structure. What is in ‘Theme’ position or
in ‘Given’ position may necessarily link with the Given position revealed by the
culturally accepted Given visual information contained on the LHS of the visual image.
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Other ideational resources such as vectors in pictures with their do-er and done-to
constituents, could be linked with similar structures in the written text.

Clausal

structure, namely independent and dependent clause structures may be linked with how
elements with the visual text are framed, or what is emphasised in the given position
and what becomes salient because of centrality, size, position or colour saturation.
Similar connections between the visual and written texts are made by Unsworth (1997)
and Kress and van Leeuwen (1997).

One less fish
by Kim Michelle Toft and Allan Sheather

Critical literacy questions
Teaching Reading A K-6 Framework p. 13 Text-analyst role:
As a text-analyst a

reader is concerned with the underlying and

unstated assumptions in the text and the way the text attempts to
position them as readers. Readers use the text-analyst role when they
ask questions such as:
* What is this text trying to do to me?
* Whose interests are being served by the text?
* Which voices or points of view are being silent?
Readers adopt the text-analyst role when they:
* talk about opinion, bias and point of view in a text
* present an alternative position to the one taken by the text or decide
to endorse the position

taken by the text
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* think about what the writer of the text believes.
Before reading
How do you read/view the front cover?
Who would you think it is aimed for?
What do we know about the characters/content/topic in this book?
Who might be/might not be interested in reading the book?
What knowledge do I need to be able to read this book?
During reading
Do the illustrations tell a different story to the written?
The illustrations are painted on silk using vibrant colours. Toft has used a
naturalistic code of colouring to make the fish and their surroundings
appear as natural as possible. The vibrant colours cause the viewer to be
inquisitive and to regard the reef to be an exciting place to visit. In fact the
illustrator has succeeded in causing the viewer to think of the reef as such
an exciting and fascinating place, that it needs preserving. What does the
reader/viewer think of this? Is it the right reason for preserving the reef?
The illustrations do tell a different story because there is no inclusion of the
cause of the elimination of the fish. It is left for the viewer to assume. It is
not until he/ or she reads the text that the cause of the depletion is anchored
down.
Colour saturation - high, in keeping with the colouring of the fish
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Colour hue - cool and warm. The cool colours tend to be of a high
saturation and typical of the warmer waters of the tropics.
Colour modulation - bright colours not flat
Colour differentiation - full range of colours - typical of tropical waters
How have characters been constructed? Consider the choices
What practices are constructed and valued? Is the reader encouraged
to approve or disapprove?
How?
The rich vibrant colours work on the viewer to feel negative feelings
towards the persons described in the written text. “Along came the divers”
sets up the social myth that divers used to be a menus to the wildlife of the
reef. Then this is prefaced with a factual information report about spear
fishing and scuba diving. Here the language of appraisal cuts in to soften
the initial impact of the scuba divers. Fishing and diving are “popular
sports”. “Although today many divers only look at or photograph fish and
do not kill them”.
Page 10 also has similar language of appraisal and also adds that “if they
catch undersized fish they should put them back into the ocean”. Here we
have the modal part of the verb “should put” adding that extra emphasis.
This higher modality seems commensurate with the message of the
wonderful exciting world of the Great Barrier Reef which is disappearing
before our eye one by one off the page.
Page 9 paints an even more negative picture of these characters who drill
for oil. “Damaging reef ecosystems” and “cannot regenerate” contain high
modality language which is highly emotive. The terms “regenerate” and
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“ecosystems” are very scientific and abstract - the kind of language you
can’t argue against. The author is using very effectively, the language of
judgement and emotion to get his message across. The pictures also appeal
to the senses and seem to say “Why would you want to destroy this
exciting place?” So the pictures and the writing work in tandem and seem
to say slightly different things. Page 8 uses the same techniques and utilises
rather graphic language “choke to death”. The litter bugs are painted as the
very villains who are the cause of the depleting numbers. It is hard to argue
against. The colours and the language of feeling and judgement create a
very powerful message.
What values/attitudes are presented? How do they relate to our own?
What actions are being foregrounded and how is this achieved? What
actions are condoned? And how is this done?
How has the visual grammar depicted settings and characters which reflect
your own culture and setting?
Do you feel empathy and understanding towards this position, point of
view?
What is the author’s purpose?
Who might disagree with the information contained in the book?
What is the written text trying to say? Is the message the same in the visual
text? How do you know?
What interpretations are possible and for whom are they possible?
Who’s interests are being served here? Who’s opinion, point of view or
bias is in the text?
What view of the world is the text presenting? How is this shown in the
illustrations?
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Who’s

experience,

interests

are

being

ignored,

discounted

or

misrepresented?
What constructions of reality are there in the book?
What kinds of knowledge are present? What kinds of knowledge are not
present?
Examine the ‘natural’ representation of knowledge authorised in nonfiction texts.
What are the bears/whales like in this text, how do you know?
Discuss one’s agreement or disagreement with the ideas, information or
point of view in the text. Construct an alternative position.
What is included/excluded? What is left to the reader’s/viewer’s
imagination?
What emotions/feelings are evoked and how? By what means?
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Appendix V Linking A Pedagogy for Critical Viewing with
Data Episodes
Abbreviations:au: audio, vi: video, CSA: Case Study Anne, CSN: Case Study Nina, CSW; Case Study Winston; p.
Int: Post Teacher Interview; wtn resp: written response; mng: meaning; vis: visual; mess: message; CL: critical
literacy; vg: viewing; ill: illustrator; auth: author; gr: group; wk: work
A Pedagogy for
A Pedagogy for
Data Episodes
Practices of
Practices of
Critical Viewing
Critical Viewing
Guided Viewing
Guided
Categories and
Concepts
Categories and
Viewing
Subcategories
Subcategories
Concepts
Ideational conditions, the construction of knowledge about:
Visual texts
Cultural
written responses Geoff and Kylie;
Language for
cultural
construction of
au. 1545-82; au. 306-327; (CS
Viewing: A Tool
motivation
visual texts
Anne, pp. 86-90); au. 1966-73; au.
For:
p. int. 1554-59; au 1061-68; vi 219224 (CSN)
Vicky’s and Denis’ response to The
Whales’ Song; au. 1640-1671).
Connection with cultural mng
(CSW)
Cultural
written response Kylie
Language for
cultural
signification
au. 377-382; au. 634-44; au. 654-58; Viewing: A Tool
motivation
au. 1930-1945; vi. 72-75; vi. 232For:
238 (CSA, pp. 91-3)
au. 293-314, 1962-71; vi 117-131
(CSN)
Gaze vi. 537-65 colour au. 1044-60
(CSW)
Social construction au. 1874-1908 (CS A, pp. 113-4)
Contributing
group
of viewing process
au. 566-623, 639-52; 954-86 (CSN)
Strategies:
discussion
connections with experience and
Guided Viewing:
knowledge: au. 1183-1188; au.
Collaborative
1478-1498; au. 1654-61 (CSW)
analysis:
Semiotic and
Gaze pictures: vi 452-455; vi. 460;
Language for
the
ideological
vi. 470; vi. 452-496; vi. 498-538; au. Viewing: A Tool
marginalized,
potential of visual
1047-61; au 1053-1057; au. 1084For:
the manipulated,
texts
86; au. 1140-1142; au. 1158; au.
The Viewer
construction of
1170-1173; au. 1193-1194; au.
Writer
social message,
1203-1217; Kylie written analysis;
positioning
Kathy written analysis; Nigel
written analysis (CSA, pp. 95-101)
Kathy written response The Rabbits
(CSA, p. 109)
au. p. int. 1733-36, 1610-14; au. P.
int. 1285-89 (CSN)
Bryce, Vicky & Denis wk sheets
One Less Fish: interests
ignored/valued; Social message
Vicky’s and Alice’s wtn resp
Olympic; oilman’s side OLF au. 7780; fisherman’s au. 119-26 (CSW)
Semiotic
Gaze: vi 452-455; vi. 452-496; vi.
Language for
semiotic
constituents of
498-538; au. 1140-1142; au. 1158;
Viewing: A Tool
constituents
visual texts
au. 1170-1173; au. 1193-1194; au.
For:
1203-1217; Kathy Nigel written
analysis; base elements: au. 513-4a
(CSA, pp. 95-101) .
Nellie, au. 376a).
Kathy, au. 304-6a (CSA, p. 124).
au. 1148-1151 (CSN)
au. 1591-1654; au. 597-661 (CSW)
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Critical Viewing
Categories and
Subcategories

A Pedagogy for
Critical Viewing
Concepts

Data Episodes

Supremacy of the
visual image

vi. 452-496; au. 1101-2; au. 108486; au. 299-307a; au. 509-12a (CSA,
p. 98).
vi. 206; au. 2048-49; au. 1511-12;
au. 2048-9 (CSN)
Students: terms help understanding
of pictures au. Int. 2785-86 (CSW)
Au. p. int. 2814-19; Kathy’s resp to
The Rabbits summary on pp. 680-4
(CSA)
au. 293-314; au. 193-94; vi. 18 &
v264 (CSN)
au. 1591-1654; au. 597-661 (CSW)
action vbs au. 487-96; au. 749-757
discussion connections visual text
(CSW)

Interaction with
written texts

Visual Language
Language to
identify
constituents

Explication of
visual content

Gaze pictures: vi 452-455; vi. 452496; vi. 498-538; au. 1047-61; au
1053-1057; au. 1084-86; au. 11401142; au. 1158; au. 1170-1173; au.
1193-1194; au. 1203-1217; Kylie
written analysis; Kathy written
analysis; (CS Anne, pp. 95-101)
Nellie, au. 376a).
Kathy, au. 304-6a (CS Anne, p.
124).
au. 1131-1133; au. 1519; ideas to
express au. 2724-35 (CSN)
au. 1591-1671; au. 597-661 (CSW)
Summaries of visual literacy terms
used by the students and teachers
e.g. Visual, Verbal, Critical literacy.
Vis lit lang by focus gr wtn resp
(CSW, pp. 418-25, 448-9, 462-5)
Vicarious language for students:
many episodes in CSA, pp. 125 e.g.
Kathy au 1053-57; au. 2828-9; au.
991-1044;
vi. 452-96; au. p. int. 2499-2883
(CSN)
Winston: terminology taken model
applied to pic bks and media pic lang of vis lit related to mng enhanced CL au. 1937-1949 (CSW)
Gaze pictures: vi 452-455; vi. 460;
vi. 470; vi. 452-496; vi. 498-538; au.
1047-61; au 1053-1057; au. 108486; au. 1140-1142; au. 1158; au.
1170-1173; au. 1193-1194; au.
1203-1217; Kylie written analysis;
Kathy written analysis; Nigel
written analysis; p. f. int. au. 50914a (CSA, pp. 95-101)
au. 1131-1133; au. 1170-92 (CSN)
au. 191-203; Vicky and others

Practices of
Guided Viewing
Categories and
Subcategories
Students said:
framework
supported:

Practices of
Guided
Viewing
Concepts
visual
understanding

Language for
viewing: A Tool
For:

visual written
connection

Language for
viewing
Language for
viewing: A Tool
For:

semiotic
constituents

Teachers said:
framework:

acquired a
language for
viewing

Language for
viewing: A Tool
For:

meaning
construction
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A Pedagogy for
Critical Viewing
Concepts

Correspondence
with critical
analysis

Data Episodes

worksheets
ecological mess (CSW)
Social message Vicky’s and Alice’s
wtn resp Olympic (CSW)
Au. 2669-72 (CS Anne, p. 138)
au. 1392-93 (CSN)
more critical, more detail, terms
convey meaning, purpose, more
accurate au. Int. 1990-1996 (CSW)
Nigel and Geoff written response
The Rabbits; Kathy student written
response The Rabbits; p. int. au.
425-37a (CSA, p. 119)
Lang: more in-depth and critical
analysis for resps by Jemima,
Adrian, Denise and Katherine;
(CSN, p. 270)
Critical anal connection/positioning:
Alice, Bryce, Vicky and Denis wtn
resp The Whales’ Song and some
media pics Tammy just pics; wk
sheet: interests ignored? au. 77-170,
119 (CSW)
George and Nigel’s wtn resp The
Rabbits Kathy’s wtn resp The
Rabbits (CSA)
au. 201 (CSN)
Above
Also Gaze pictures above
au. 1591-1654; au. 597-661;
attitudinal lang + high angle vis/wtn
au. 979-988; au. 964-986; au. 975977 (CSW)
au. 2837 (CS Anne, p. 138)
au. 979-86; 1264; 1366, 1551-2;
18301902, 2084-5 (CSN)
Vicky wtn resp One Less Fish;
more critical own judgement and
opinion au. Int. 1995-1996 (CSW)
au. 1767-1775; au. 1404-1409
(CSA, pp. 115-6).
au. 2752 (CSA, p. 139)
vi. 1-190, 485-6; au. 1-314; field
notes 3, 4, 10/9 & 27/9 (CSN)
au. 231-6; vi. 641-83;
Vicky wtn resp One Less Fish ; au.
1591-1671; au. 597-661;
Vis lang text participant e.g.1578.
au. 1392..; au. 1023-5; au. 1002-12
(CSW)
au. 1447-1587 (CSA, p. 138)
lang, purpose, critical lit: au. p. int.
2501-3 & 2511-17 (CSN)
lang of vis lit related to mng enhanced CL au. 1937-49; Winston:
au. 1994-5 ill and auth purpose
(CSW)

Practices of
Guided Viewing
Categories and
Subcategories

Practices of
Guided
Viewing
Concepts

Teachers Said:
Framework:

writing more
detailed and
analytical

Impact upon
student writing:
the Viewer writer:

critical analysis
connection,
positioning,
alternative
viewpoint

Language for
viewing: A Tool
For: critical
analysis:

the
marginalized,
the manipulated

Teachers Said:
Framework:

visual judgment
and opinion

Contributing
Strategies: Guided
Viewing: critical
questioning:

language
connections
with critical
literacy

Teachers said:
Framework:

critical literacy
provided
purpose to
framework
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Concepts

Semiotic
interdependence

Cultural
motivation

Visual and written
interaction

Data Episodes

Frame/message/vertical/horizontal/s
alience/size/meronym/line/eyelines:
(au. 1238-1309) (CSA, pp. 102-3).
au. p. int. 2511-13 (CSN)
shots photo effects vi. 831, 840-48;
au. 1727-1733; au. 1679-1690; au.
1741-1748; Winston: auth ill
purpose au 1994-5 (CSW)
au. 919-29 (CSA, p. 86); Nigel V
student written response; Geoff
student written response; Kylie
written response; au. 285-292 (CSA,
p. 90).
au. 1767-75; au. 1404-9; 270-90
(CSA, pp. 115-6).
vi. 430, 438; Adrian written
response; au. 144-55;
salience/stands out + size/bigger +
position/centre, vi. 75-77; vi. 54 – 8;
au. 55; vi. 434) (CSN)
wk sh One Less Fish Drew Vicky;
Denis’ response to The Whales’
Song; au. 2258-71; au 734-744
(CSW)
Nigel V student written response;.
Nellie and Kylie student written
response (CSA, pp. 86-90) au. 462466; au. 516-535 written response
Kylie The Rabbits; au. 377-382; au.
634-44; au. 654-58; au. 1930-1945;
vi. 72-75; vi. 232-238 (CSA, pp. 913)
au. 293-314, 1962-71; vi 219-224
(CSN)
Denis’ response to The Whales’
Song; Connection with cultural mng;
au. 1640-1671 (CSW)
Kathy written response The Rabbits
au. 2610-19 (CSA, p. 138)
au. p. int. 1777-93; 1803-4; vi. 18 &
264; vi. 483; vi. 569-74; au. p. int.
1349-60; au. p. int. 2696-2715
(CSN)
au. 487-498; vi. 191-197; au. 691732; au 1073-1084 (Given/New);
adverbials wtn/vis au. 517-538. vi.
452-488; similes: au. 1091-1099 vis
text supports wtn; au. 695-722; au.
1263-71 New in both vis and wtn;
attitude in vis and wtn au. 964-986;
au. 975-988; Given, New/gaze vi.
840-848; au. 1741-1748; au. 517538. vi. 452-480 (CSW)

Practices of
Guided Viewing
Categories and
Subcategories
Teachers Said:
Framework:

Practices of
Guided
Viewing
Concepts
consciousness
of purpose

Language for
Viewing:
Characteristics of
Language Terms:

semiotic
interdependence

Language for
Viewing:
Characteristics of
Language Terms:

cultural
motivation

Language for
Viewing: A Tool
For:

visual/written
connection

Contributing
Strategies:
Modelled
Viewing:

world
knowledge

Viewing Critically
Prior knowledge

au. 71-74; au. 149-156; au. 162-169;
au. 158-161; au. 306-327; au. 516535; au. 1545-82; Nellie and Kylie
student written response; Nigel V
student written response; written
responses Geoff and Kylie; au. p. f.
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Subcategories
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Critical Viewing
Concepts

Textual history

Intertextuality

Connect between
visual analysis and
message

Data Episodes

int. 486-492a (CSA, pp. 86-90)
vi. 540-53 (CSN)
facial exp au. 1727-33; vi. 840-848;
au. 1741-1748; meronym requires
own world knowledge and
experience au 1241-1244; au. 13901392; au. 1189-1200; vi. 267 (CSW)
textual history: au. 339a; au. 447454a; au. 459-467a; au. p. f. int.
490-2a (CSA)
vi. grandmothers’ flowers vi. 537-9
(CSN)
intertextuality explained in simple
terms – Uncle Sam poster/Olympics
poster vi. 540-546; au. 1453 flower
(CSW)
au. 1837 & 1913; au. p. f. int. 4902a (CSA)
reference to Window au. 1271-4
(CSN)
reference to newspapers in The
Whales’ Song (CSW)
World knowledge mapped (CSA, p.
131) e.g. episodes from Window
au. 319-20a; au. 331-2a (CSA, p.
133)
vi. 540-53; au. 2724-35 (CSN)
au 497-538; Alice wtn resp The
Whales’ Song; meronym requires
own world knowledge and
experience au 1241-1244; au. 13901392; au. 1189-1200 (CSW)
‘N Chrome’ picture study Kylie &
Nigel A. wtn resp; (CSA, p. 57)
Mal written response The Whales’
Song; au. 1170-92 (CSN)
au 734-744; au. 1591-1654; au. 597661; au. 816-44; au. 849-937; Alice
and Bryce wtn resp’s; angles &
meanings vi. 840-848; au. 17411748; au. 1727-1733; vi. 83; au. Int.
2239-71 (CSW)
Kathy, Nigel and Geoff written
responses The Rabbits (CSA, p. 1178) Au. 293-314, 1962-71; au. 11311133; Denise’s wtn resp The
Whales’ Song (CSN)
au. 1591-1671; au. 597-661; Alice,
Bryce, Vicky and Denis wtn resp
The Whales’ Song and some media
pics Tammy just pics (CSW)
au. 299-307a;
Geoff, au. 506-23 (CSA, p.137).
gives information, a personal
response, social literacy au. 2044-88
(CSN) au. Int. 2763-75 Tammy and
Susan say language helps to really
understand picture. All felt could
analyse picture having the terms know what we’re seeing (CSW)

Practices of
Guided Viewing
Categories and
Subcategories

Practices of
Guided
Viewing
Concepts

Contributing
Strategies:
Modelled
Viewing: viewing
process:

intertextuality

Contributing
Strategies:
Modelled
Viewing: viewing
process:

intertextuality

Contributing
Strategies:
Modelled
Viewing: viewing
process:

world
knowledge

Language for
Viewing: A Tool
For:

meaning
construction

Impact upon
Student Writing:
The Viewer
Writer:

construction of
social message

Students said:
framework
supported:

construction of
message
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Concepts

Initial viewing:
textual
metafunction

Signification

Data Episodes

Au 1447-1587 (CSA, p. 138)
Au. P. Inter. 1410-43, 1606-14
(CSN)
au. 350-361; au. Int. 2489-91; au.
Int. 2496-2501; au. Int. 2517-20
(CSW)
What does your eye hit first vi. 47-8
(CSA)
vi. 563; au. 461; au. 1131-1133; au.
809; Nina’s reflective diary 3/9; vi
119, 242; au. 1263; vi 193, 518-21
(CSN)
attitudinal words au. 32-58; initial
vg: centrality: au 734-744; eyelines:
au. 1282-1299; vi. 614; background
au. 1752-55; Denis and Susan’s
written response (CSW).
Kathy written response The Rabbits
(CSA, p. 109)
Au. F. Int. 1629-32; Adrian’s
written response The Whales’ Song
(CSN)
Gaze constituents vi 549-565 (CSW)
Social message Vicky’s and Alice’s
wtn resp Olympic (CSW)
See above: ‘meaning construction’,
‘construction of social message’,
‘construction of message’ and
‘message construction’
Nigel V student written response
Window; Geoff wtn resp Window;
au. 1525-26; Kathy wtn resp The
Rabbits (CSA, pp. 86-90)
Denise written response The Whales
Song; au. 144-55; vi. 54 – 8; au. 55;
(CSN)
au. 1657-9; au. 2258-71 (CSW)
Nellie and Kylie student written
response Window (CSA)
au. P. int. 1629-32 (CSN) au. 173336; au. 516-19; au. 532-35; au 105568 (CSN)
Connection with cultural mng
Vicky’s & Denis’ responses to The
Whales’ Song; au. 1640-71 (CSW)
Nina metafunctions: p. int. au. 271933; 2724 (interpersonal), 2731 (ideas
to express knowledge), 2761
(creating texts) (CSN)
Similarly terms used from all 3
metafunctions in case studies Anne
and Winston
au. 299-307a; Geoff, au. 506-523
(CSA, p. 137).
au. 2048-9; au. 1392-93; au. 152234; au. p. int. 1376-1403 (CSN)
au. 2258-71(CSW)

Practices of
Guided Viewing
Categories and
Subcategories
Contributing
Strategies:
Modelled
Viewing: viewing
process:

Practices of
Guided
Viewing
Concepts
message
construction

Contributing
Strategies: Guided
viewing: textual
orientation:

textual
metafunction,
point of
entry/initiating
viewing

A Language for
Viewing: A Tool
For:

semiotic
constituents

meaning
construction
A Language for
Viewing:

semiotic
interdependence

cultural
motivation

Characteristics of
Language Terms:

metafunctions

Students said:
framework
supported:

visual
understanding,
construction of
message
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Concepts
Sustained analysis

Data Episodes

sustained intensive analysis (CSA,
pp. 68-72: field notes 23/10; au.
270-90; au. 1508-47; au. 1538-82;
vi. 22, 300-10)
sustained anal & engagement au.
242-314 (CSN)
jointly constructed response to OLF
(CSW)
Window 7: au. 1238-1309 (CSA,
pp. 102-3).
Focus on stage e.g. opinion au. 97985; synopsis 948-53 (CSN)
au. 2253-71; au. Int. 1967-69
series of pictures used in different
case sts to focus on gazes, colours,
social distances (CSW)
au. 1447-1647 (CSA, p. 138) Any
episode from CS Anne often
showing students ‘talking out’ the
meaning of the text (CSA)
talking out flood pictures au. 10531218 (CSN)
Vis. Lit. terms with crit. approaches:
talking out what you mean: vi. 487505; au. 760-767; au. 740-744;
Vicky’s response to The Whales’
Song; au. 1282-1299; vi. 614 (CSW)
Automaticity
au. 1538; au. 1508-1544; vi. 300310; au. 1545-82 (CSA pp. 70-1)
Window 7: (au. 1238-1309) (CS
Anne, pp. 102-3).
field notes 3, 4, 10/9 & 27/9; Nina’s
reflective sum: move quite rapidly
(CSN)
au. 1542-61: power of high angle
justify his opinion (CSW)
Choice of visual
Nina written pedagogy; au. Pr. T.
text
Int. 2382-5; au. 2956-9; au. p. int.
2501-03 (CSN)
Winston: au. p. int. 1945-6 (CSW)
Experiential conditions, the construction of knowledge through:
A significant other
viewer
Expert critical
Au. 1546-63 (CSA) constructed
viewer
meanings au. 1052-1100 (CSA, p.
124).
vi. 112-233; vi. 122-44 (CSN)
au. 1562-68; au. 1591-1671; au.
597-661 (CSW)
Social constructedness au. 155054;
au. 2751-2; au. 164-210 (CSA)
Nyla and sts aware of
constructedness au. 939-96; au.
1171-88 (CSN)
au. 1703, 1717-19; vi. 78, 735-6,
744-5 (CSW)

Practices of
Guided Viewing
Categories and
Subcategories
Contributing
Strategies:
Modelled
Viewing:

Practices of
Guided
Viewing
Concepts
engagement
with text

Language For
Viewing:
Effect on
Viewers:

focus

Contributing
Srategies:
Guided Viewing:
collaborative
analysis:

talking out text

Guided Viewing:
critical
questioning:

vigorous pace

Teachers Said:
teaching viewing
– importance of:

choice of books

Teacher Viewers:

a viewer’s
metalanguage

social
constructedness
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Concepts

Guidance and
support

Familiarity with
visual texts

Data Episodes

Au. 1546-63 (CSA) constructed
meanings au. 1052-1100 (CSA).
vi. 483-652; vi. 197-233 (CSN)
vi. 711-85; au. 1682-1706 (CSW)
Anne in agreement to inservicing
au. 2439-49 (CSA)
Nina’s reflective summary (CSN)
Winston: average teacher needs
clarification and explanation needed.
Can’t run with framework without
this au. 2016-9 (CSW)
au. 361-3a (CSA, p. 136)
au. 382-4a; au. 369-75a; au. 357a;
au. 364a (CSA, p. 136).
au. 1500; au. 95 (CSN)
modelling gaze vi 549-565(CSW)
suggestions au. 1679-1690 Tammy’s
groups’ wtn resp (CSW)
Modelling episode in CSA (field
notes 23/10, pp. 61, 64)
vi. 201-208 (CSN)
au. 1664-1671; au 734-744 (CSW)
Guided vg revision au. 1727-33; vi.
831; au. 1679-90; vi. 724-85 (CSW)

au. 938-57 (CSA, p. 91)
au. 369-72a (CSA, p. 137).
Nina’s diary 26/10/98; vi. 112-230;
]]] au. p. int. 1528-52 (CSN)
au. 1591-1671; au. 597-661 (CSW)
Anne modelling au 2627 & 2678
(CSA)
Nina’s reflective diary; lists on wall
au. 2829; Nina’s scaffolding au
2854; hearing other’s viewing as a
model au. 2814; anal partic pic
whole class au. 2818 (CSN)
e.g. modelling gaze vi 549-65
(CSW)
au. p. int. 1950-3 (CSW)
See guided viewing
Anne’s prep for pictures and lang as
model viewings engaging sts with
text: Visual Literacy idea to
consider (CSA)
Nina’s reflective summary; vi. 112233; delve into bk yourself – know
text, know what to look for model
viewings, match lang with text au.
2531-44 (CSN)
Winston: model viewings pictures
from media (CSW)
Winston engagement text; 16771761 (CSW)

Practices of
Guided Viewing
Categories and
Subcategories
Teacher Viewers:

Practices of
Guided
Viewing
Concepts
model viewers

Teachers Said:
Framework:

needed inservice
and support

Students Said:
Teacher gives:

advanced
viewing
knowledge,
explanations,
suggestions
models of
viewing
All concepts in:
Contributing
Strategies:
Modelled
Viewing
Guided Viewing
Independent
Viewing

Everything
pertaining to:
Contributing
Strategies:
Modelled
Viewing
Guided Viewing
Independent
Viewing
Students said:
Teacher gives

Teachers Said:
Teaching viewing
– importance of:

Contributing
Strategies:
Teacher
preparation:

guidance and
support, guiding
questions
modelled
viewing

guided viewing
knowledge of
the book,
language
practice,
model viewings,
engagement
with text
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Subcategories
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Critical Viewing
Concepts

Encouragement of
multi-vocality

Discriminatory
choice of lang.

Suggestions in
language

Modelling critical
viewing

Data Episodes

Anne modelling au 2627 & 2678
(CSA)
Nina’s reflective summary; au. p.
int. 2528-9; know the book, know
what to look for model viewings au.
2531-44 (CSN)
au. 1937-1949: Wayne taken model
terminology applied One Less Fish
and The Whale Song and newspaper
pics; au. p. int. 1950-3 (CSW)
au. 789-802; vi. 598-612; Kathy’s
written response (CSA, pp. 112-3)
vi. 523-83; vi. 614 (CSN)
oilman’s side OLF au. 77-80;
fisherman’s au. 119-126 (CSW)
St 4: au. 2741 (CS Anne, p. 138)
Nina’s briefer version of the
framework; au. p. int. 2525;
discriminatory accord to bk au. 2525
(CSN) St 3 use our terms plus some
others, increase number Yrs 6,7 & 8:
au. 2027-34 (CSW)
Visual Literacy - Ideas to Consider
(CSA, pp. 52-9)
au. 1615-1635 (CSA, p. 138).
Nina’s reflective summary: charts
]]]] word clusters au. p. int. 2835-7
(CSN)
Winston list terms for media pics
(CSW, p. 172)
Denis said any younger wouldn’t
understand au. 2787-91 (CSW)
terms ..particularly helpful: au.
2602-3 (CS Anne, p. 124).
vi. 112-153; vi. 586-92;
personalized language au. p. int.
2763 (CSN)
frame (au. 1679-1690 (CSW)
Visual Literacy - Ideas to Consider
(CSA, pp. 52-9)
au. 382a; au. 369-75a; au. 357a; au.
364a; au. 359a (CSA, p. 136).
au. 390-2a (CSA, p. 362)
e.g. modelling gaze vi 549-565
(CSW)
Visual Literacy - Ideas to Consider
(CS Anne, pp. 52-9)
au. 2619-22; au 2630-2633 (CS
Anne, p. 138)
Nina’s language charts ]]](CSN)
Some examples: au. p. int. 1952;
sheet of terms au. 2008 (CSW)
Au. 2610-19 (CSA, p. 138)
vi. 535 (CSN)
Nina’s reflective summary (CSN)
Winston focus vg features
one double page au. Int. 1967-9;
need for scaffolding and modelling:
au. p. int. 1952-3 (CSW)

Practices of
Guided Viewing
Categories and
Subcategories
Teachers Said:
Teaching viewing
– importance of:

Practices of
Guided
Viewing
Concepts
prepare
modelling

Contributing
Strategies:
Guided Viewing:
Collaborative
analysis:
Teachers Said:
Framework:

multi-vocality
encouraged

Teacher
Preparation:

language charts

Contributing
Strategies:
Teacher
preparation:
Teacher
viewers:
Students Said:
Teacher gives:

a viewer’s
metalanguage
fix up thesis Ch
4 under teacher
preparation.

Teachers Said:
Framework:

language charts

Teachers Said:
Teaching viewing

importance of
modelled vg

discriminatory
for Stage 3
framework
Stage 4

suggestions,
provision of
tools, revision
of language
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Subcategories

A Pedagogy for
Critical Viewing
Concepts

Data Episodes

Modelling for them then gr wk au.
2676-79 (CSA)
au. 2176-80, 2690; importance of
modelling in teaching Nina’s
reflective diary (CSN)
Apprec. Models: Colin’s teaching
notes One Less Fish; au. 1664-1671;
au. Int. 2012-2019: help and
modelling appreciated (CSW)
Flood picture with modelled
response (CSA, pp. 51-2) Au. 375a
(CSA, p. 135)
au. 1619 (demonstrations); au. 162933 (CSN)
au. 691-732; au 1073-1084
(Given/New); T gives terms,
explanation helps understanding
Susan au. Int. 2785-86
Its helped me – you explained it all
au. f. p. int. 1782 (CSW)
scaffold of questions and suggested
terms supplied for Window media
pictures and The Rabbits (CS Anne,
p. 134)
Nina’s scaffold with viewing
questions and terms; au. 2854 (CSN)
au. 1562-72; 1600-7 (CSW)
See above

Viewer’s language
valued

Guiding questions

Best responses shared by Amanda
au. 32, 1550-54; 194-6 (CSA)
Sharing responses au. 547-54; au.
593-6; vi. 268- 73 (CSN)
Joint construction of best responses
OLF; au. 1664-1671 (CSW)
au. 386-388a; au 390-393a (CSA, p.
134)
au. p. int. 1699-1705; 1715-17; vi.
535; au. 1306 (CSN)
long shot au. 1513-25; au. 1542-43
(CSW)
au. 938-57 (CSA, p. 91)
au. 1238-1309 (CSA, p. 102-3)
au. 2752 (CSA, p. 139)
Sam’s gaze: vi 186 – 207 (CSA)
vi. 1-190; au. 1-314; au. p. int. 21113; au. 943-71; au. 1053-7; au.
1241-51; vi. 605; au. 2511-13; vi.
293-410 (CSN)
wk sh on purpose One Less Fish
Bryce & Vicky; au. 97-101;
au. 1542-61 high angle; guiding
questions au. 1467-1501;
purpose: Tammy group written
response to NATIONAL TREASURE
AD; Bryce (wk sample resp to The
cricketer; Revising terms and
questions au. 1807; vi. 716-92 CSW

Practices of
Guided Viewing
Categories and
Subcategories
Teachers said:
Framework:

Practices of
Guided
Viewing
Concepts
critical viewing
modelling,
appreciated

Students said:
Teacher gives:

models of
viewing

Contributing
Strategies:
Modelled
Viewing:

viewing process

response
writing,
best responses

Language For
Viewing:
Characteristics of
Language Terms:

student
terminology
valued

Contributing
Strategies:
Guided Viewing:
Critical
questioning:

text purpose
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A Pedagogy for
Critical Viewing
Categories and
Subcategories

A Pedagogy for
Critical Viewing
Concepts

Data Episodes

Practices of
Guided Viewing
Categories and
Subcategories

vi. 840-8; au. 1741-8;
lang enhanced critical literacy au.
Int. 1942-4 ; au. 1462-1539 (CSW)

Acceptance of
viewer’s analysis.

Innovation and
divergence
welcomed

A Pedagogy for

A Pedagogy for

scaffolds of questions, terms
supplied for Window media pictures
and The Rabbits (CS Anne, p. 134)
Nina’s scaffold with viewing
questions and terms The Whales’
Song; vi. 605; vi. 485-86 (CSN)
au. 276-289 au. 231-6; vi. 676-681;
questions to connect terms with
mng, mess and CL au. 760-767, vi.
487-505; critical questions: au. 121,
128, 153, 163, 269, 278-9, 838,
871-873;
vi. 606 e.g. Whose interests are
being served? What practices are
valued? Who’s values and beliefs?
Agree or disagree? See Worksheets
(CSW)
au. 420-431; au. 263-291; field notes
11/11; vi. 300-310; au. 451-456;
(CSA pp. 73-75)
au 390-393a (CSA, p. 134)
au. 386-92a; au. 168-72 (CSA, p.
136).
Au. 541-65; au. 567-70; au. p. int.
2536-2781 (CSN)
accepts sts analysis vi. 391-398; au.
1640-1671 (CSW)
au. 1527; au. 1534; au. 58; au 1306;
au. 1563 (CSA)
vi. 545; vi 651 (CSN)
au. 167, 856, 933; vi. 848; au 1748
(CSW)
au. 420-431; au. 263-291; field notes
11/11; vi. 300-310; au. 451-456
(CSA pp. 73-75). au. 789-802; vi.
598-612; Kathy’s written response
(CSA, pp. 112-3)
Mal written response The Whales’
Song au. p. int. 2666 (CSN)
accepts sts analysis au. 432; vi. 383408; vi. 391-398; au. 1640-1671;
Alice’s wtn resp The Whales’ Song;
au. 1542-61, justifying opinion
(CSW)
vi. 35; vi. 108-109; vi. 176-185; vi.
369-373; vi 375-394; au. 981-989;
au. 1584-1642; Nellie student
written response (CSA, pp. 81-82)
au. p. int. 1699-1705; 1715-17; vi.
535; au. 1306; Denise wtn resp to
The Whales’ Song (CSN)
Au. 829, 1728; 1711-17 (CSW)

Data Episodes

Contributing
Strategies:
Modelled
Viewing:
viewing process:

Students Said:
Teacher gives:

Practices of
Guided
Viewing
Concepts
language
connections
with critical
literacy
critical
questions

acceptance of
student viewing,

positive
feedback

Students Said:
Teacher gives:

acceptance of
student viewing

Language of
Viewing:
Characteristics of
Language Terms:

student
terminology
valued

Practices of

Practices of
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Critical Viewing
Categories and
Subcategories

Critical Viewing
Concepts

Disposition of
commitment and
enthusiasm

Reflection,
collaborative
planning

Written responses to Window, media
pictures and The Rabbits by Nellie,
Kathy, Nigel and Geoff (various
viewpoints interpreting The Rabbits)
(CSA, p. 123)
Adrian alternative viewing Lilly
confused wtn rep The Whales’ Song
au. 2666: no right or wrong answer
(CSN, p. 706)
Wtn resp to media pic using gaze au.
1126-47 varied interpret’n (CSA)
wk sheet: interests ignored? Whose
opinion ignored? au. 77-170, 119
(CSW)
Negotiated au. 1186-7 (CSA)
Subversive suggested au. 211, 635;
au 601-3; au. 979-85; subversive:
whose opinion not in bk au. 133-4;
negotiated au. 547 (CSN)
au. 75-81, 93; vi. 45-47; subversive
au. 17-171, au. 77; subversive au.
64-5; 93 (some fishermen against it),
120, 121, 137 (special spots to fish)
(Oppositional reading); au. 23792403 (CSW)
au. 1538; au. 1508-1547; au. 154582; vi. 302-10, 22 (CSA pp. 68-72)
vi 112-53 (CSN)
Winston teaching au. 771, 941; post
interview au.1933-78;
media excursion worked well au.
1937-1949 (CSW)
au. 1542-54 (CSA)
au. 1171-97 (CSN)
Winston engagement vi. 766-75 au.
1677-87(CSW)
Anne overwhelmed, enthusiastic,
ecstatic (field notes 5/11, 23/10; au.
1538; au. 1508-1547; au. 1545-82;
vi. 302-10, 22) (CS Anne pp. 68-72)
Nina’s reflective diary 1, 3/9;
mentoring au. p. int. 2767 (CSN)
Collaboration: teacher final reports
of Nina and Anne
Teacher reflect: Winston’s notes
with suggested terminology;
Winston: Colin’s help and
modelling in classroom (T
mentoring/collab) (CSW)

Critical viewing
experiences
Modelled viewing

A Pedagogy for

Terminology

au. 270-290 (CSA, p. 74)
terms modelled with pictures:
VISUAL LITERACY - Ideas to
Consider (CS Anne, pp. 51-7)
au. 2610-19 (CSA, p. 138)
field notes 2/11, 23/10;
au. p. int. (2818-26 (CSN)

A Pedagogy for

Data Episodes

Guided Viewing
Categories and
Subcategories
Impact Upon
Student Writing:
The Viewer
Writer:
Critical analysis
connection:

Guided
Viewing
Concepts
alternative
viewpoint

Guided Viewing:
Practices of the
reader:

negotiated/subv
ersive

Contributing
Strategies:
Modelled
Viewing:

teacher
commitment

engagement
with text
Inhibitors:
Teaching:

teacher
enthusiasm

Teachers Said:
Teaching viewing
– importance of:

teacher
reflection
teacher
mentoring
teacher
collaboration

Contributing
Strategies
Modelled
Viewing
Contributing
Strategies:
Modelled
Viewing:

Practices of

application of
language

Practices of

685

Critical Viewing
Categories and
Subcategories

Critical Viewing
Concepts

Visual written
connection

Written response

Illustrator’s
background

Author’s point of
view

Critical
questioning

Viewing process

A Pedagogy for

A Pedagogy for

au. 691-732; au 1073-1084; au.
1945-48 (Given/New) (CSW)
au. 2619-22 (CSA, p. 138)
au. p. int. 2829, 2835-6 (CSN)
au 2008 sheet terminology (CSW)
semantics and meaning level: au.
339a; au. 447-454a; au. 459-467a
(CSA, p. 120-21).
au. p. int. 1606-7; au. 979-86; au. p.
int.1330-60; vi 489; au. p. int. 100040; Nina’s scaffold The Whales’
Song; vi. 18, 264 & 483; au. p. int.
2841-45 (CSN)
au 83-92; vi. 169-188; adverbials
wtn/vis au. 517-538. vi. 452-480; au
83-92; vi. 169-188; au. 393-396
enlarged vis text; gaze connect with
wtn au. 2953-55; Kaleidoscope of
vis & wtn: written resp On a Winner
Alice and Vicky: au. 2918-21
(CSW)
scaffold of response text with
questions, terms for Window, media
pictures and The Rabbits (CSA, p.
134)
field notes 11/11 (CSA)
Nina’s scaffold The Whales’ Song;
Nina’s diary 26/10/98; vi. 534-36
(CSN)
modelled viewing model text
Woodlands floods (CSW)
au. 1242-1310; (CSA) au. 1-27; au.
2628-30 (CSN)
Winstons’s knowledge of media
pictures – prepared scaffold
questions and terminology (CSW)
Kathy written response The Rabbits
(CSA, p. 109)
au. 184-5; au. 119-135; au. 1155-64;
vi. 610-12; au. p. int. 2511-13, 2594
(CSN)
Vicky and Bryce st. work sheet on
colour (CSW)
au. 938-57 (CS Anne, p. 91).
vi. 485-6, 605; au. 1170-92]]]; au.
2541-44 (CSN)
au. 276-289; au. 1542-61;
vi. 738-48; au. 1520-1528; au. 15301534; vi 273-275; au. 1587-88
(CSW).
See critical questions above
Response scaffold with staged
questions, terms for Window media
pictures and The Rabbits (CS Anne,
p. 134)
au. 1224 (CSA)
Nina’s diary 26/10 terms, questions;
vi. 605; vi. 534-36 (CSN)
connections with exp. and knowl.:
au. 1478-1498; au. 1654-61; au.
Data Episodes

Guided Viewing
Categories and
Subcategories

Guided
Viewing
Concepts

Teachers Said:
Framework:

language charts

Language for
Viewing:
A Tool For:

visual/written
connection

Contributing
Strategies:
Modelled
Viewing:

response writing

Contributing
Strategies:
Teacher
Preparation:
preparation:
Contributing
Strategies:
Modelled
Viewing:

knowledge of
the book

Contr’g
Strategies:
Modelled
Viewing:

critical
questions

Contributing
Strategies:
Modelled
Viewing:
Modelling
viewing process:

intertextuality,
application of
language,
critical
questions, world
knowledge,
message
construction,
visual response

Practices of

Practices of

message
construction
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Critical Viewing
Categories and
Subcategories

Critical Viewing
Concepts

Shared analysis

Viewing like an
illustrator

1183-1188 (CSW) modelling anal,
vg processes first few pages au.
1664-1671; modelled intertextuality
- Olympics poster vi. 540-546
(CSW)
Collaborative analysis colour (CSA,
pp. 76-83): au. 375-380; au. 15841642; au. 1584-1642; vi 1-43; vi.
365-373; vi. 375-394; vi. 398-410
(CSA)
gr vg au. 547-23 (CSN)
group work: vi. 840-8; au. 16771745; vi. 549; 1972-75 (CSW)
Nellie written response Window
Geoff written response Window
(CSA, p. 62)

Guided Viewing
Categories and
Subcategories

Guided
Viewing
Concepts

Contributing
Strategies:
Guided Viewing:

collaborative
analysis,
group
discussion

Contributing
Strategies:
Independent
Viewing:

individual
critical viewing,
critical viewing
metalanguage

Frame/message/vertical/horizontal/s
alience/size/meronym/line/eyelines,
Window 7: (au. 1238-1309) (CSA,
p. 102-3).
Kathy written response The Rabbits
(CSA)
Adrian, Mal, Denise, Katherine wtn
resp The Whales’ Song (CSN)
au. 32-38, 46-58; au. 2258-71;
Metalanguage frame au. 1679-90;
vi. 853-8; au. 1708-1715;
Author does, artist does – colour,
framing, hues, close ups eye
movement LR, Given and new
information au. 1958-64 (CSW)
Guided viewing
Joint construction

Collaborative
discussion

Questioning other
viewers

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Sums up student viewing:
au. 1084-86; au. 1101-2 (CSA, p.
99). Au 1827-1973 (CSA)
au. 1447-1587 (CSA, p. 138)
au. 972-8; 1261-4, 1241-51; stages:
au. 949, 1261-74; 2541-44 (CSN)
au 734-744; au. 487-96; au. 749-757
discussion connections visual text
(CSW)
See Mutual guidance
See Visual understanding
See Talking through critical
viewing
vi. 15-16; vi. 25-27; vi. 243-247; vi.
313-315; vi. 543-556; au. 680-690;
au. 919-29; au. 1558-1561; au.
1562; au. 1558-1566 (CS Anne, pp.
84-6)
gp wk discussions au. 444-566
CSN)
vi. 641-676 (CSW).
Student questions: au. 1071-2; au.
1074 (CSA, p. 98)
au 2063-7 (CSA) vi. 1-190; au. 1314 (CSN) au. 1542-61, 53: position
of power, purpose high angle (CSW)
Data Episodes

Guided Viewing
Contributing
Strategies:
Guided Viewing:
Collaborative
analysis:

group
discussion

generic stages
talking out text
Contributing
Strategies:
Guided Viewing:

group
discussion

Collaborative
Analysis:

Contributing
Strategies:
Guided Viewing:
Critical
questioning:
Practices of
Guided Viewing

(about) text
purpose

Practices of
Guided

687

Categories and
Subcategories

Concepts

Talk through
critical viewing

Group work

Scaffold guiding
Questions and
terms

Charts of visual
language

Encouragement of
multi-viewpoints

Focus on meaning
and message

Student questions: au. 1071-2; au.
1074 (CSA, p. 98)
au 2061-81 (CSA)
vi. 1-190; au. 1-314 (CSN)
connect terms with mng, mess &
critical literacy au. 760-767, vi. 487505 (CSW)
au. 1447-1587 (CSA, p. 138)
au. p. int. 2570 (CSN)
au 734-744; au. 1282-1299; vi. 614 ;
vi. 771-91; au. 1693-1722;
eye travel au. 1282-1299.vi. 614;
(CSW)
Rabbits: au. 1829-1973 (CSA)
Group work based upon stages of
Nina’s response scaffold au. p. int.
2541-3 (CSN)
au. p. int. 1972-5 (CSW)
written response on Window 10&11
by Kathy, Nellie and Kylie (CSA p.
64)
au. p. int. 2541-3 (CSN)
scaffold of questions One Less Fish
au. 5, 11, 83, 111 etc (CSW)
scaffold of questions and suggested
terms supplied for Window and The
Rabbits (CS Anne, p. 134)
Visual Literacy - Ideas to Consider
(CSA)
Nina’s diary 6/10 (CSN)
au. 2008 (CSW)
gaze: au. 117-58; colour: 212-62; vi.
498-544; au. 2285-2456 (CSA)
series pictures Illawarra Floods
(CSN)
newspaper pics for group analysis
au. 849-937; au 1677-1759; gaze
pics vi 549-565 (CSW)
au. 1084-86; au. 1101-2 (CSA, p.
99).
vi. 523-83 (CSN)
multi-viewpoints encouraged au.
119-44 (CSW)
au. 938-57 au. 1542-54 (CS Anne, p.
91). vi. 485-86 (CSN)
au. 2253-69 (CSW)
shots vi. 738-48; au. 1520-1528;
au. 1530-1534; vi 273-275; au.
1587-88 (CSW).
Critical questions: juxtaposition of
the framework language and critical
thinking (p. 474) (CSW)
au. 1447-1587 (CS Anne, p. 138)
vi. 120-182 (CSN)
au. 52-272 (CSW)

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Data Episodes

Categories and
Subcategories

Viewing
Concepts
language
connections
with critical
literacy

Contributing
Strategies:
Guided Viewing:
Collaborative
analysis:

talking out text

Contributing
Strategies:
Guided Viewing:
Collaborative
analysis:
Contributing
Strategies:
Guided Viewing:

group
discussion

Teacher
Preparat’n:
Preparation:
Teacher
Preparation:
Resources:
Language charts

guided viewing
scaffold

scaffold
worksheets
language charts

series of
pictures

Contributing
Strategies:
Guided Viewing:
Collaborative
analysis:
Contributing
Strategies:
Guided Viewing:

multi-vocality
encouraged

Critical
questioning:

literacy

Contributing
Strategies:
Guided Viewing:
Practices of the
reader:

Text participant

Practices of
Guided Viewing

Practices of
Guided

language
connections
with critical
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Categories and
Subcategories

Concepts
au. 1213-1220 (CSA)
au. 2724-35 (CSN)
au. 487-96; au. 749-757 discussion
mng connections wtn vis (CSW)
au. 695-722; au. 1263-1271
New in both visl and wtn (CSW)
au. 1289-92 (CSA)
au. 1913 (CSA)
au. 184-5; Mal written response; au.
88; Adrian Written response The
Whales’ Song; vi. 534-36 (CSN)
vi. 1-29; au. 1-30; Field notes 19/10;
meanings and interpersonal
relationships vi. 738-48; au. 15201528; au. 1530-1534; au. 1587-88;
vi 273-275 (CSW)

Independent
viewing
Individual critical
viewing

Kathy written response The Rabbits
(CSA, p. 109)
vi. 572-580; au. 1910-1921;
Kathy written response (CSA, pp.
110-2)
au. 173-208???; au. 301-14; Mal
written response; au. 88; Adrian
Written response The Whales’ Song
(CSN)
au. 1664-1671; au. 2004 (CSW).
Viewing conditions, consequent knowledges in:
Practices of the
reader
Code breaker
au. 2669-72 (CSA, p. 138)
au. pr. f. int. 1312-23, 1513-15; au.
1133-4; au. 1148-50 (CSN) Alice
wtn resp. One Less Fish and The
Whales’ Song; au. 1708-15;
au. 289, vi. 13, 15, 16; au. 1515;
au. 1257. vi. 222-223 (CSW)
Text participant
vi. 559-570; vi. 588-592;
au. 763-770 (CSA, p. 111)
au. P. int. 1752-69 ;
Mal written response The Whales’
Song; au. 1850-57 (CSN)
au. 222-27; au 734-744; vi. 278-303;
vi. 492-504; au.71-76; au. 561; au.
726, 729; au. 1468-70; au. 1525;
terms e.g. vi. 570; vi. 569; au. 167990; au. 676; vi. 536; vi. 840-8
(CSW)
Text user
Alice written response One Less
Fish (CSW)
Text analyst
Written response for Window
Kathy, Nellie and Kylie; p. int. au.
439-95a (CSA, pp. 64 & 109)
au. p. int. 1330-60; Adrian Written
response The Whales’ Song; Adrian
Written response The Whales’ Song;
au. 175-185 (CSN)
subversive interpretation an. 17-171;
au. 77; au. 142-150; au. 622-37;
A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Data Episodes

Categories and
Subcategories
Language For
Viewing:
A Tool For:

Viewing
Concepts
meaning
construction

Contributing
Strategies:
Modelled
Viewing:

message
construction

Independent
Viewing
Contributing
Strategies:
Independent
Viewing:

individual
critical viewing

Practices of the
reader
code breaker

text participant

text user
text analyst

Practices of
Guided Viewing

Practices of
Guided
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Categories and
Subcategories

Concepts

Categories and
Subcategories

Viewing
Concepts

vi. 9; vi. 45-47; vi. 193-197; terms
used for CL e.g. au. 1727-33; au.
622-37; vi. 9; vi. 193-7; vi. 45-7; au.
77, 142-50 (Oppositional reading)
(CSW)
A viewing
metalanguage, a
tool for viewing:
Unpacks social and
cultural meaning

written response Kylie
au. 377-382; au. 634-44; au. 654-58;
au. 1930-1945; vi. 72-75; vi. 232238 (CSA, pp. 91-3)
Nina written pedagogy
Mal written response: The Whales’
Song; au. 1850-57; vi 117-131; au
2724-37, 2761-63, 2796-7, 2769-72
(CSN)
Alice wtn resp One Less Fish shot:
vi. 738-48; au. 1520-34; au. 158788; vi 273-275 (CSW)
Gaze pictures: vi 452-455; vi. 452496; vi. 498-538; au. 1047-61; au
1053-1057; au. 1084-86; au. 11401142; au. 1158; au. 1170-1173; au.
1193-1194; au. 1203-1217; Kylie
written analysis; Kathy written
analysis; Nigel written analysis; p.
int. au. 513-4a (CSA, pp. 95-101)
au. 184-5 au. 2044-45 (CSN)
students: framework helps in their
understanding of pictures au. Int.
2785-86 (CSW)
Kathy written response The Rabbits;
Focus group written responses to
Window and The Rabbits especially
Kathy, Nigel and Geoff (CSA pp.
109 & 123)
Au 2669-72; au. p. int. 511, 513-4a
(CSA, p. 138)
au. 1392-93; au. p. int. 2770-1,
2769-72 (CSN)
au. 695-722; au. 1263-1271
New in both visl and wtn (CSW)
Lang enabled depth of mng: Alice,
Bryce, Vicky and Denis wtn resp
The Whales’ Song and some media
pics Tammy just pics (CSW)
Window 7: au. 1238-1309 (CS
Anne, p. 102-3). Au. 369-75a; Anne
report (CSA, p. 135) Adrian Written
response The Whales’ Song; au. p.
int. 2872, au. p. int. 2501, 2511,
2581, 2674, 2729, 2849, 2872, depth
2503 (CSN)
Variety in gaze vi 549-565(CSW)
Large variety metalanguage listed
from oral and written presentations
e.g. framed off, contrast,

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Data Episodes

Language for
Viewing: A Tool
For: visual
analysis
Language for
Viewing: A Tool
For:

meaning
construction

Students Said:
framework
supported:

construction of
message

Impact Upon
Student Writing:
The Written
Responses:

depth of
meaning

Language for
Viewing:
Effect on
Viewers:

greater
understanding,
variety of choice
,

Practices of
Guided Viewing

Practices of
Guided

690

Categories and
Subcategories

Concepts

Visual analysis of
text

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Categories and
Subcategories
intertextuality, reading paths;
background au. 67; diagonals au.
432; vi. 388; camera angle au. 622637; simile au. 1091-9; adv phrases
vi. 452-88; blurred backgrd au.
1752-1755; New au. 1263-1271;
diag line au. 1670 (CSW, p. 420…
p. 431…)
Window 7: au. 1238-1309 (CSA, p.
102-3).
depth 2503; au. p. int. 2872; au.
2511-16; 2581-3; (CSN)
gaze vi. 840-848; au. 1741-1748; au.
1679-1690; vi. 858; Denis, Bryce
Tammy’s wtn resp’s gaze;
construction of deeper mngs; vi.
391-408; vi. 487-505; au. 760-7; au.
1183-8; au. 1640-71 (CSW)
au. 1767-1775; au. 1404-1409
(CSA, pp. 115-6). Written responses
to Window, media pictures and The
Rabbits by Nellie, Kathy, Nigel and
Geoff (CSA, p. 123) Denise wtn rep
The Whales Song; au. 2044-5; au. p.
int. 2594, 2674; au 2724-37, 276163, 2796-7, 2769-72 (CSN)
Alice written response One Less
Fish ; Bryce The Whales’ Song;
Social mess: Alice, Bryce, Vicky
and Denis wtn resp The Whales’
Song and some media pics Tammy
just pics; Social message Vicky’s
and Alice’s wtn resp Olympic
(CSW)
au. 1767-1775; au. 1404-1409
(CSA, pp. 115-6).
au. p. int. 2729, 2674 (CSN)
attitudinal lang, high angle, au. 979988; au. 964-986; au. 975-7 (CSW)
au. 2635-39 (CSA, p. 138)
au. p. int. 2501, 2835-6, 2581; au
2724-37, 2796-7, 2769-72 (CSN)
au. p. int. Winston: 1940-4 (CSW)
vi. 114-20 (CSA)
au. 1447-1647; au. 1447-1587
(CSA, p. 138) au. p. int. 2849; au. p.
int. 2869-72 (CSN)
Winston: sts using lang of vis lit. au.
1942-4 (CSW)
Nigel and Geoff written response
The Rabbits (CS Anne, p. 117)
(Figure) Visual Language Used in
Yr 8
Nina’s scaffold; au. 2726-35 (CSN)
vi. 847-60; au. 2961-69; au. 2919-25
(CSW)

Data Episodes

Viewing
Concepts

indepth
systematic
analysis

Impact Upon
Student Writing:
The Viewer
Writer:

construction of
social message

Language for
Viewing: A Tool
For:

visual analysis

Teachers said:
Framework:

useful, enhanced
critical viewing
individual
critical viewing

Contributing
Strategies:
Independent
Viewing:

critical viewing
metalanguage

Practices of
Guided Viewing

Practices of
Guided
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Categories and
Subcategories

Concepts

Gives confidence

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

au. 376a; au. 304-6a (CS Anne, p.
124). au. 299-307a; Geoff, au. 506523; p. int. au. 509-14a (CS Anne, p.
137).
au. 2048-9 (CSN)
au. 2562-64 ; au. 2262-63; p. f. int.
au. 2753-4, 2758-73 (CSW)
Nigel and Geoff’s collaborative
response (CSA, pp. 112-3) au. 2752
(CSA, p. 139)
au. 1392-3 (CSN)
all ‘writer viewer’
Critical anal: Alice, Bryce, Vicky
and Denis wtn resp The Whales’
Song and some media pics Tammy
just pics (CSW)
Nigel and Geoff written response
The Rabbits; au. 2831-33 (CSA, pp.
117-8)
au 2664-72 (CSA, p. 138); Mal’s
written response The Whales’ Song
(CSN)
Critical anal connection: Alice,
Bryce, Vicky and Denis wtn resp
The Whales’ Song and some media
pics Tammy just pics (CSW)
Affective: Mal’s written response
The Whales’ Song; au. 171, 191-3
(CSN)
Affective: Bryce wtn resp The
Whales’ Song; Facials/attitudinal
lang in wtn text au. 979-988; au.
964-986; au. 975-977; Vicky wtn
resp The Whales’ Song (CSW)
au. 2837 (CSA, p. 139)
au. p. int. 2869-72 (CSN)
more critical forming their own
judgement and opinion of the book
au. Int. 1990-6 (CSW)
Written response judgment section
Kathy, Nellie and Kylie; au. 2832
(CSA, pp. 63-4)
au. p. int. 2769-72 (CSN)
improved quality Bryce The Whales’
Song ; Denis, Vicky, Bryce and
Alice wtn resp’s; Winston:
responses more critical, more detail,
illustrator’s and author’s purpose,
own judgement, more details: au.
Int. 1990-6 (CSW)
Window 7: au. 1238-1309 (CSA, pp.
102-3).
vi. 572-580; au. 1910-1921;
Kathy written response (CSA, pp.
110-11) Nina’s scaffold The
Whales’ Song; au. 1522-24 (CSN)
au. 432; vi. 388, vi. 383-408, 388;
vi. 391-398; au. 1640-1671; au.
1807 confidence (CSW)

Data Episodes

Categories and
Subcategories
Students Said:
framework
supported:

Viewing
Concepts
visual
understanding

Impact Upon
Student Writing:
The Viewer
Writer:

visual analysis,
organization of
thinking,
construction of
social message
critical analysis
connection

Impact Upon
Student Writing:
The Written
Responses:

improved
structure,
greater detail,
depth of
meaning,
ability to write

affective
domain

Teachers Said:
Framework:

visual judgment
and opinion

Teachers Said:
Framework:

improvement in
writing – detail
& quality

Language for
Viewing: A Tool
For: Effect on
Viewers:

confidence

Practices of
Guided Viewing

Practices of
Guided
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Categories and
Subcategories

Concepts

Enhances
enjoyment and
freedom

A collaborative
viewing
community

Supportive social
viewing network

Testing of ideas

A Pedagogy for
Critical Viewing

A Pedagogy for
Critical Viewing

Au. 299-307a, 509a, 511a (CSA, p.
137)
Au. 2048-9; au. 1519 (CSN)
Au. f. int. 2782 its helped me
understand things; au. f. int. 2753-4,
2758-61, 2767-72 (CSW)
Kathy written response; vi. 572-580;
au. 1910-1921; (CS Anne, pp. 11011)
Au. p. int. 2581-83, 2715, 2726,
2733-34 (so easy … bringing their
knowledge up top) (CSN)
freedom au. 432; vi. 383-408; vi.
391-398; au. 1640-1671; au. 1807
(CSW)
Kathy written response; vi. 572-580;
au. 1910-1921; (CS Anne, pp. 11011)
Trying to solve the puzzle – what’s
in the picture and what does it
mean? au. p. int. 2674-5 (CSN)
au. 432; vi. 383-408; au. 1640-1671;
(CSW)
Frame/message/vertical/horizontal/s
alience/size/meronym/line/eyelines,
Window 7:
(au. 1238-1309) (CSA, pp. 102-3).
Au. 908-22 (CSN)
Alice’s wtn resp The Whales’ Song;
au. 1542-61: st free course - justify
his opinion; ownership au. 17271733; vi. 831; vi. 710-860; au. 170847; vi. 858; au. 1752-1755; Denis &
Susan wk sample p. 414 (CSW)
See Gaze pictures above
au. 1874-1908; Kathy student
written response; Nigel and Geoff’s
collaborative response (CSA, pp.
113-4) vi. 588-592; au. 763-770; vi.
559-570; au. 296-306 (CSA, p. 111).
Kylie’s work sample: Actions,
speaking and thinking occurring in
pictures (CSA)
au. 558-564; au. 1534; au. p. int.
1528-52; au. 2796-7; au. p. int.
2796-2805; au. 541-583; Nina’s
scaffold; au. p. int. 2810 (CSN)
vi. 676-681; 641-83; collaborative
support for each other’s construction
of deeper mngs; vi. 549; vi. 391408; vi. 487-505; au. 760-7; au.
1183-8; au. 1640-71; au. 1972-5
(CSW) technical language, modal
verbs, attitudinal wds wk sh
Denis, Vicky, Bryce (CSW)
au. 789-802; vi. 598-612; Kathy’s
written response (CSA, pp. 111-2)
Nina’s reflective summary; vi. 36105; vi. 523-83; p. int. au. 2570,
2581-3, 2666, 2796-7 (CSN)
au. 1542-61 (CSW)
Data Episodes

Categories and
Subcategories
Students Said:
Framework
supported:

Viewing
Concepts
visual
understanding

Language for
Viewing: A Tool
For: Effect on
Viewers:

freedom

focus

ownership of
analysis

Contributing
Strategies:
Guided viewing:
Collaborative
analysis:

group
discussion

Contributing
Strategies:
Guided viewing:
Collaborative
analysis:

multi-vocality
encouraged

Practices of
Guided Viewing

Practices of
Guided
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Categories and
Subcategories

Concepts
Mutual guidance

Visual
understanding

au. 1874-1908; Kathy written
response;
Nigel and Geoff’s collaborative
response; p. int. au. 425-516a (CSA,
pp. 113-4)
au. 1241-51; au. 293-314, au. 196271; vi. 36-105 (CSN)
group anal pics vi. 840-8; au. 17418; au. 1727-1733; vi. 831; au. 19725 (CSW)
au. 1874-1908 (CSA)
au. 1261-4; vi. 78-105 (CSN)
Text Illawarra floods:
model generic structure (CSW)
au. 1447-1647; au. 397a (CSA, p.
138)
au. 296-306 (CSA)
Nina’s reflective summary: oral and
written sharing in class (CSN)
au. 231-6; vi. 676-681; vi. 641-83;
vi. 487-505; au. 740-744; au. 760767; Vicky’s response to The
Whales’ Song; eye travel au. 12821299; vi. 614 (CSW)

Categories and
Subcategories
Contributing
Strategies:
Guided viewing:
Collaborative
analysis:

Viewing
Concepts
Group
discussion

generic stages

Contributing
Strategies:
Guided viewing:
Collaborative
analysis:

talking out text
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